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No MORE THE LADY OF THE HOUSE: LADY MACBETH'S DOWNFALL
AS A RESULT OF DISPLACEMENT FROM HER ROLE AS WIFE
BY ANGELICA LEMKE '00
WINNER OF THE 1998 ROBERT T. WILSON AWARD FOR SCHOLARLY WRITING
In his introduction to the Oxford Edition of
Macbeth, Stanley Wells gives the usual praise for
Shakespeare's character Lady Macbeth, saying that
her "steely determination, her invoking of the powers of evil, and her eventual revelation in sleep of her
repressed humanity...have given [her character] its
long-proven power to fascinate readers and to challenge performers" (975). Lady Macbeth is often
viewed as the driving force behind the actions of
Macbeth, the half of the Macbeth couple who is able
to reject "the milk of human kindness" and act solely
from her own ambition. Is this so? In fact, Lady
Macbeth seems unconcerned with her own desires;
instead, she places all her energies into the desire of
her husband to be king. It might rather be asserted
that Lady Macbeth acts solely from her husband's
ambition. Contrary to the traditional view that Lady
Macbeth's demise is a result of her ability to "unsex"
herself and abandon so-called "womanly" ideals of
kindness and compassion, it is Lady Macbeth's adherence to the Renaissance ideal of a wife who exists
only to serve her husband's needs that leads her into
madness following Macbeth's rejection of her role in
his new revenge-centered kingdom. Once Macbeth
begins to act without consulting his wife, he has eliminated her ability to act for him and therefore her ability to act at all.
The Ideal Renaissance Wife
Lady Macbeth first speaks the words of her
husband, reading his letter. Rather than entering the
play as a woman with her own thoughts, ambitions
and schemes, she is introduced as Macbeth's mouthpiece. In the soliloquy which follows Macbeth's letter, she speaks only in terms of what her husband
wants and the obstacles which stand in the way:
Glamis thou art, and Cawdor, and shalt be

What thou art promised. Yet I do fear thy nature.
It is too full o' the milk of human kindness
To catch the nearest way. Thou wouldst be great,
Art not without ambition...(I. v. 3-7).
Lady Macbeth goes on to plan how she will
speed Macbeth to action, the chastisement she will
serve to him for not acting on his desires, though she
has revealed in the latter part of this speech that she
does not endorse the murder. Irene Dash notes, "Tantalizing us with the contradiction, 'Wouldst not play
false, / And yet wouldst not wrongly win,' [Lady
Macbeth] reveals her own moral judgement with the
word 'wrongly.' She then jettisons these values in favor of being the fully supportive wife" (160). Before
Lady Macbeth has even begun her mighty charges to
her husband, it is revealed that she is willing to deny
her own morality to serve his purposes, to help him
to the goal that he wishes to attain. Her often-cited
"choice" to descend into evil methods seems to spring
wholly from her desire to serve Macbeth, rather than
desire for the kingdom. She asks that smoke surround
her so that her "keen knife see not the wound it
makes," that her conscience may remain ignorant to
the acts she undertakes to serve a god who is higher
than divinity in her world, her husband.
Macbeth's arrival allows Lady Macbeth to assume fully her role as wife. She greets him at the door,
reassures him about the coming murders and sets the
preparations for Duncan's visit in motion, with only
two sentences from her husband's mouth. She has
acted in precisely the way a Renaissance wife was expected to act. Among the requirements for proper
wifely behavior, Lady Macbeth would find that her
"behavior was carefully prescribed. She was to tend
to her household duties industriously, so as not to
waste her husband's goods" (Dunn 17). As the scene
closes, she says, "Leave all the rest to me" (I. v. 71),
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this essay, she says, "I never liked Macbeth until I looked at it from this approach. Now, it's one of my favorite
Shakespearean writings."
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implying the crucial role she will have in the murders as well as the crucial, gender-specific role she
will assume as hostess to the evening's meal. She will
not trouble her husband with the affairs of the household, but instead, she leaves Macbeth no charge but
to prepare mentally for the murder.
"What cannot you and I perform...?"
She greets Duncan, showing him much grace
and honor, though her sentences are fraught with
double-meanings, using the plural pronoun to refer
to the household. She is not, as Duncan is, using the
royal "we" in this situation, as is indicated by the fact
that she is speaking to the king himself; rather, she is
speaking as one half of a couple, this distinction becomes important in Act One, scene seven, when
Macbeth shows his final moment of hesitation before the murders. Macbeth seems to be using plurals
in the royal sense as the scene opens:
But in these cases
We still have judgment here, that we but teach
Bloody instructions, which, being taught, return
To plague th' inventor. This even-handed justice
Commends th' ingredience of our poisoned chalice
To our own lips (I. vii. 7-12).
His concern is with the punishment that he, as
an individual, would receive if he committed the
murder, the turning of fate against him.
Lady Macbeth, conversely, uses singular pronouns as the scene begins, but her statements are
clearly about what she, as an individual, would give
up to fulfill her duties as wife, that is, to keep a vow
sworn to her husband as he has vowed to her that he
will commit this murder:
I have given such, and know
How tender 'tis to love the babe that milks me:
I would, while it was smiling in my face,
Have plucked my nipple from his boneless gums
And dashed the brains out, had I so sworn as you
Have done to this (I. vii. 54-59).
It is made clear with this speech that Lady
Macbeth would do even the most horrible things for
her husband; it must again be stressed that Lady
Macbeth has never spoken of personal desire to be
queen, given that here she expresses the personal desire to be a mother. Though the fate of the child to
which she has "given suck" is unknown, there is some
insinuation here that this child was somehow lost
because Lady Macbeth put her wifely duties before

No More Lady...
her maternal duties and desires.
Having given this provocative speech in singular, she proceeds to speak of the business at hand in
plural pronouns. In response to her husband's doubts,
she says, "We fail? / But screw your courage to the
sticking place / And we'll not fail" (I. vii. 59-61). She
conceives of the plot as a mutual effort, asking
Macbeth, "What cannot you and I perform upon /
Th' unguarded Duncan?" (I. vii. 69-70). While
Macbeth's speech, both in this scene and throughout
the play, is largely concerned with the effect that he,
as an individual, has on Duncan and his kingdom,
Lady Macbeth stresses that she is, as he called her, his
"partner of greatness," that they can "perform" anything on Duncan or otherwise, if they work as a
couple. Her devotion to her marriage seems unquestionable.
As Macbeth stands hopelessly in shock, bloody
dagger in hand, Lady Macbeth takes immediate action to preserve her husband. She returns the weapon
to Duncan's chamber, smears blood on Duncan's attendants. Macbeth is rambling about the guilt which
he feels, guilt which Lady Macbeth seems to share,
saying, "These deeds must not be thought / After
these ways; so, it will make us mad" (II. ii. 32-33),
again using the plural pronoun, considering life from
the perspective of a couple, but Lady Macbeth is able
to put these things aside for the larger purpose of
preserving his safety, risking her own by going to the
murder scene after the deed. Washing her hands as
well as her husband's hands and instructing him to
change his clothes to look appropriate during the
discovery of the body, Lady Macbeth performs her
final act of wifely duty in the play.
Woman's Work?
Macbeth's murder of Duncan and subsequent
rise to the throne upsets the natural order of the kingdom. It is not surprising, then, that the institution of
marriage should be upset as well. Lady Macbeth is
quickly removed from her post:
Lady Macbeth [has] no share in [Macbeth's]
new business. No longer his accomplice, she
loses her role as housekeeper. Macbeth plans
the next feast, not Lady Macbeth. It is
Macbeth who invites Banquo to it, not Lady
Macbeth, who had welcomed Duncan to
Inverness by herself. When Macbeth commands his nobles to leave him alone, Lady
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Macbeth withdraws silently and unnoticed
along with them (III. I. 39-43)...Thus Lady
Macbeth is now neither companion nor
helpmate (Klein 246-247).
Lady Macbeth has not only lost her role in the
household, but has also lost her power to sway
Macbeth's opinion and actions. The same woman
who brought Macbeth from the point of abandoning his plan to firm resolution and completion is suddenly unable to move him in the slightest way:
MACBETH. Unsafe the while, that we must lave
Our honors in these flattering streams
And make our faces vizards to our hearts,
Disguising what they are.
LADY. You must leave this.
MACBETH. O, full of scorpions is my mind, dear
wife!
*
Be innocent of knowledge, dearest chuck,
Till thou applaud the deed...
Things bad begun make strong themselves by ill.
So prithee go with me (III. ii. 32-36, 45-46, 5456).
Macbeth all but ignores his wife's urging to put
off his doubt and fear about the security of his reign,
while Lady Macbeth, having been already displaced
by Macbeth's preparation of the feast, has become
startlingly inarticulate. She, like any other member
of the court, is told to remain "innocent of knowledge," and therefore, is exculded from Macbeth's
world, excluded from her position as his wife, to help
and support his actions and desires.
Lady Macbeth's complete lack of influence on
her husband is made finally apparent in Act Three,
scene four, as Macbeth is confronted with Banquo's
ghost. Though she speaks much to calm him and
explain his bizarre actions to the court, Macbeth and
his lords all but ignore her presence in the scene. No
response is made to any of her excuses for his behavior, nor does he acknowledge the value of her work
to cover his deeds. Macbeth ends the scene saying
that he will consult the "weird sisters," the only other
female characters to appear thus far in the play, about
what action he should take next, rejecting Lady
Macbeth as his accomplice entirely.
The Death of Wifeliness
Lady Macbeth's abscenes from Act Four of the
play is conspicuous, especially given the introduc-
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tion of another woman, the third and final significant female element in the play, Lady Macduff. The
relationship between these two noble ladies, one of
which is wife of the murderous king, the other who
is wife of the man who will avenge that king's deeds,
is such that their comparison is inevitable:
The women characters who most win our sympathy and respect insist on reasoning for themselves. Lady Macduff belongs in this group.
In a play where a wife's major concern has been
to help her husband reach his goal, Lady
Macduff questions her husband's value system,
unwilling to accept his power of reasoning over
her own...She percieves [Macduff's] flight as
characterizing both fear and lack of reason
when it endangers family, no matter what the
ultimate goal may be. Goals do not excuse
morally insupportabl actions...Lady Macduff
illustrates those qualities that highlight Lady
Macbeth's deficiencies (Dash 192-193).
Lady Macduff, then, stands as a foil to Lady
Macbeth in that she is a woman who, though left
helpless by her husband's departure, can think and
act independently of her husband. She values the
safety of her family, her entire family, above her
husband's desires or even his personal safety. She represents that which Lady Macbeth has not yet been,
but she is not representative of something which Lady
Macbeth could not become. Given that Lady
Macbeth has been denied her role of submissive partner, an alternative role for her to assume might be
that of an autonomous woman not unlike Lady
Macduff. She is, however, not given this chance.
While Lady Macbeth is denoted in the play by
"Lady," Lady Macduff's dialogue is indicated by the
generic term "Wife." Here Shakespeare reveals how
even the most independent of women is defined by
her husband, and he also adds another dimension to
her relationship to Lady Macbeth, making her not
only subject to comparison, but allowing her to stand
as a symbol for all wives. Lady Macduff's character is
necessary because she both demonstrates the severity
of Macbeth's descent into evil, being an innocent victim, and the death of wives, of women who are partners with their husbands, in the play. Lady Macbeth
cannot take up this role because of her guilt in the
murders; she must have a clear retribution in her
death, but her foil is able to die the death of wifeliness in her place.
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When Lady Macbeth makes her final appearance in the play, her concern for Lady Macduff reaches
even into her thoughts as she sleepwalks, though we
have no previous knowledge of any personal relationship between these women:
The Thane of Fife had a wife. Where is she
now? What will these hands ne'er be clean?
No more o' that, my lord, no more o' that!
You mar all with starting (V. i. 39-42).
She seems to accept guilt in Lady Macduff's
murder, a murder which was committed without
Macbeth consulting his wife, perhaps because her
behavior as a submissive wife has in some way led to
the silencing, or death, of even the most autonomous
of wives. This is one way in which one might read
Lady Macduff's rejection of the "womanly defense"
that she "has done no harm" (IV. ii. 79-80), that she
is attacking her counterpart's lack of independent
action.
Lady Macbeth's madness, her haunted nightmares, then, seems less a result of her role in the
murders (She has, after all, continued to act without
apparent mental anguish in all preceding scenes of
the play.) and more a result of her adherence to a
doctrine of complete devotion to a husband, even to
the point of personal sacrifice, both material and
moral. She acts as the Renaissance would have wanted
her to act, as Catherine Dunn states, "The law, too,
had dictated that a woman's first commandment was
submission and obedience to her husband.
Futhermore, women were considered inferior...in
power and positon" (15). Having completely fulfilled
this duty, she has brought about her own death.
It is no wonder that Lady Macbeth's death
brings forth "the cry of women" (V. v. 8); she has
died as a result of being the ideal woman, and women
mourn her death as they would their own; these
women are nameless creatures, no other speaking
woman remaining alive in the play but Lady
Macbeth's gentlewoman, and thus are able to represent all of womankind. Macbeth's mild reaction to
her death, saying "She should've died hereafter" (V.
v. 17), indicated how marginalized the female is in
this society, as well as reveals that her death was inevitable in a world which binds a wife's fate to that of
her husband. Lady Macduff offers an alternative to
Lady Macbeth's behavior, but she dies as well because
of the prevailing view of women. Lady Macduff, an
innocent victim, inspires more sympathy than does

No More Lady...
Lady Macbeth, who had opportunity to sway her
husband away from his misguided ambition and
chose instead to support his desires rather than act
on her own morality.
Lady Macduff's behavior, then, represents that
which should be embraced, independent thought and
action of a wife, rather than that which should be
rejected wholeheartedly, Lady Macbeth's submission
to her husband in all things. Had Lady Macbeth rejected this role as well, it seems the women of the
play might have found some strength to avoid the
tragic end in each other's independence; because she
does not, the only independence they gain is through
their deaths.
"Dearest partner of greatness"
Lady Macbeth, then, is done a disservice by the
traditional reading of her character as, "the ravenous
wolf [whose] hungry ambition for her husband to be
king over-rides all other desires and responsibilities"
(Pitt 65). Her character is not so simple as that. She
is not the creature of ambition; Macbeth is the originator of the murder plot. He is the one who commits multiple murders to maintain his usurped position. She is merely acting as his ever-supportive wife.
It is this role which "over-rides all other desires," not
personal desire for greatness.
Macbeth refers to his wife as his "dearest partner of greatness" (I. v. 10-11), but she is actually never
his partner in the crimes. Rather, she acts only to
move her husband to that which she knows he desires. Her only concern is with Macbeth's contentment. When he does not find contentment, she is
rejected as part of that which cannot satisfy him. It is
then that her lack of place in society becomes clear.
She is essentially nothing in the eyes of the court and
kingdom.
Her identification with Lady Macduff allows
Lady Macbeth to be viewed as a multi-dimensional
creature, a character who can both call up the powers
of darkness to serve her husband as well as feel remorse for actions in which she had no direct role.
Furthermore, the fact that she had no direct role in
that murder and is still haunted by it leads one to see
the relationship that all women in the society bear
each other. The weeping of women at Lady Macbeth's
death represents the weeping of all women who have
not found a true partnership of greatness in their
marriage.
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The Myth of Victorian Prudery

THE MYTH OF VICTORIAN PRUDERY: PROMOTING AN IMAGE
BY NINA CLEMENTS '01
Historiography, the process of analyzing the
primary and secondary historical documents of a
period, enables modern history students to place the
past in a context with the present. With the current
discussion and debate concerning modern American
morality, the historiography of the Victorian period
has been the subject of much question. The term
"Victorian" refers to England and the United States
from 1837- 1901, characterized by the rule of Queen
Victoria (OED).
Specifically, the morality and beliefs in question are those of the Victorian bourgeoisie (middle
class). Though only comprising 12-15 per cent of
the population they influenced both the lower and
upper classes by their emphasis on propriety and etiquette. The process of historiography lends itself to
the Victorian period because of the many myths and
stereotypes surrounding it. The most lasting stereotype of the Victorian is as simultaneously a prude
and hypocrite. Yet, depending upon the source, the
Victorian has been either praised for his moral piety,
innocence and work ethic, or chastised for his hypocrisy, prudery and repression. Prolific bouts of
criticism come from the Pre/Post WWI period (the
Post-Victorians), the post WWII period (historians
who wrote during 1950s through the early 1970s),
and the Contemporary period (historians who wrote
during the 1980s and 1990s). By reading criticism
from these time periods, one can redefine Victorian
stereotypes and come to another conclusion about
them. Victorians were not prudes or hypocrites, but
combated the industrial changes and confusion of
their society by dwelling in separate spheres that
shielded the individual from the uncertainty of the
public realms.
Historians, rather than the Victorians, promoted images of prudery. Historians did not view
the Victorian from both of its realms: the public and
private sphere, which indicated the Victorian was a
person in conflict; searching for meaning in life. By
ignoring private sources and by focusing on extreme

and non-representative sources, historians promoted
a convincing, but one-sided view of the Victorians as
prudes. WWI generation sources condemned and
reacted against the Victorians while the Post-WWII
generation also criticized and condemned the Victorian. However, they utilized public sources to reinforce their pre-conceived notion that Victorians, due
to their separate spheres, were hypocrites. Contemporary historians like Peter Gay and Karen Lystra
provided the most encompassing and comprehensive
view of the Victorians by utilizing both public and
private sources in their analyses.
Although the Victorians were stereotyped as
prudes, that definition has evolved over time; different historians gave the word different connotations.
The word "prude" was not consolidated into the
Oxford English Dictionary definition of Victorian until
1934 and 1950, which suggests that definition was
consolidated between the WWI and WWII generations (OED). Webster's 1965 edition defined a prude
as "a person who is excessively or priggishly attentive
to propriety or decorum: a woman who shows or
affects extreme modesty" (688). Rattray Taylor (a
Post WWII historian) defined a prude as "one who
pretends to an ignorance he or she does not possess"
(26).
Hypocrisy, another component of the Victorian stereotype of prudery also has several evolving
definitions. Webster defined hypocrisy as "feigning
to be what one is not or to believe what is not: false
assumption of an appearance of virtue or religion"
(410). Taylor believed prudery and hypocrisy were
interrelated and, at times, interchangeable. He emphasized that this "Victorian insistence upon the appearance of respectability without reality . . . gained
England a name for hypocrisy" (26). Yet, Peter Gay,
a contemporary historian, redefined hypocrites as
those who hunted out other hypocrites. Gay also
made use of Freud's explanation of "cultural hypocrisy" by elaborating that hypocrisy is not duplicity,
but is necessary for the sustenance of society (406).
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The historiography of the terms illustrates that the
definitions have changed, so have viewpoints and for
a variety of reasons.
WWI historians consolidated the view of Victorians as prudish; a stereotype that would continue
to be elaborated upon by countless other historians.
Both WWI and Pre-WWI historians generally reacted
against the prudery, hypocrisy and repression of Victorian society and condemned them. Aside from the
natural tendency of any age to react against the one
preceding it, the Post-Victorians were more vehemently reactive against the Victorians because their
separate-sphere society left them unprepared for the
atrocities and hardships of war. The Post-Victorians,
as a result of war and of the Social Purity movement
of the 1890s, were a transition period between the
separate spheres of the Victorians and the merged
public/private sphere of the Post-WWII generation.
The Social Purity Movement, which occurred
during the 1890s was, in actuality, the beginning of
"Victorian" or prudish behavior (Fisher 377). The
moralists, or what Gay called the "prurient prude
(Gay 78)," began to force the strict standards of the
public onto the private sphere, which caused what
late twentieth century historians would call the psychoses of the period ( Fisher 377). Scandals, such as
the trial of Oscar Wilde, became a "mechanism by
which boundaries of respectable behaviors were established" (Fisher 377). The fear and mania of masturbation during this decade further represented the
fear of public ignorance of the private realm, which
illustrated the projection of public values and anxieties onto the private realm (Lystra 106). These anxieties and manias signaled the end of the public sphere;
scandals and anxieties encouraged talk of private
matters in the public realm, and made the private
realm, with the aid of Social Purity Societies, the concern of the public. What was also significant about
the Social Purity movement was that it lasted only
ten years, but unfairly characterized an entire era.
Because of WWI reactions against the Social Purity
Movement, later historians perceived and defined the
Victorians as prudes.
Annie Windsor Allen, a Pre-WWI historian,
sympathized with, and explained the origination of
Victorian prudery. Rather than conform to the emerging trend of criticizing the Victorians, Allen chose to
explain them. The foundation for what critics call
prudery is rooted in the Evangelical or Pre-Victorian
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age. She attributed Victorian ideals to the Evangelical reaction to the vulgarity of the previous generation (12). The Evangelicals, and later the Victorians,
believed that sacred topics should not be mentioned
in public. Allen did not consider this prudery, but a
respect for what modern historian Karen Lystra would
call the true self (14). The goal of the Evangelical
movement was to create a society, "to keep [the] youth
fresh and sound-hearted" (14). Because of their desire for purity and family wholesomeness, they developed and adhered to standards of etiquette and
decorum. Allen believed the negative image of Victorian prudery , "or the worst Victorian hypocrisy,"
originated with a small percentage of individuals who
were unable to live up to the high ideals of the
Evangelicals, and then the Victorians (15, 12).
Allen viewed the current dissipation of society,
which was the transitional period before the PostWWI age, as a result of the passage of time. She defined the different ages of the Victorian: the PreVictorian, or Evangelical was born in 1780; the MidVictorian was born in 1810, the Late-Victorian was
born in 1840 and the Post-Victorian was born a generation later (12). The practices of the Evangelicals
were passed down, but as the years progressed their
convictions were lost. The result was that the PostVictorian, raised by Victorians, "looked and
doubted," because he was unaware of the reasoning
behind the prudery and rigid standards of his society
(13).
The image of Victorian prudery was consolidated at the turn of the century by the Post-Victorian era, or Pre-WWI era. The Pre-WWI Post-WWI
period or Lost Generation was one of the most reactionary periods of history. Edmund Gosse, a PostVictorian with deeply rooted Victorian influences,
believed Post-Victorians only attacked the Victorians because they were reacting against all things Victorian: it was the fashion. He observed "for a considerable time past everybody must have noticed, especially in private conversation, a growing tendency
to disparagement and even ridicule of a l l . . . things,
and aspects of things which can be defined [as] Victorian" (1). Lytton Strachey, an eminent Post-Victorian was no exception. Strachey revealed in his biography Eminent Victorians his contempt of the Victorians, evident through Edmund Gosse's review. Gosse
observed (referring to Strachey) that "our younger
contemporaries are slipping into the habit of approv-
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ing of nothing from the moment that they. . . [discover]. . . it is Victorian (1). Despite the stereotypes
that all who lived during the Victorian period were
resentful and repressed, this acknowledged trend of
Post-Victorian criticism was not a universal one.
Virginia Woolf, another Post-Victorian writer,
made the important differentiation between Late and
Post Victorians. She represented the transition between the repression of the Victorians, with the freedom of the Post Victorian. Through her discussion
in "Old Bloomsbury" of life at Hyde Park Gate, she
illustrated the repression of the Victorian age. She
was criticized for talking too much about emotions
at dinner and for her lack of emotional control (159).
According to Annie Windsor Allen "self control was
essential to a virtuous life," and was a staple of the
Victorian ideal (16). Virginia described the atmosphere at Hyde Park Gate as "[being] full of love and
marriage. George's engagement,. . . Gerald's innumerable flirtations were all discussed either privately
or openly with the greatest interest" (169). She contrasted this repression with the intellectual revolution of Bloomsbury: "In the world of the Booths
and Maxses [Hyde Park] we were not asked to use
our brains much. Here we used nothing else" (168).
In contrast to the presence of love at Hyde Park Gate,
". . . at Gordon Square[in Bloomsbury] love was
never mentioned. Love had no existence" (169). Perhaps the freedom from love at Gordon Square could
be attributed to another reason: the presence of
"buggers" (Woolf 174). Virginia wrote that "it never
struck me that the abstractness, the simplicity which
had been so great a relief after Hyde Park Gate were
largely due to the fact that the majority of young men
who came [to Bloomsbury] were not attracted by
young women" (172). She described the society and
intellectual conversations of these buggers as a relief
from the "outer world of dinners and dances," which
acknowledged the relief she felt in her privacy. Even
at the outset of the post-Victorian period, spheres
were still separate (172).
Woolf noted that with Lytton Strachey's utterance of the word "Semen . . . all barriers of reticence
and reserve went down. A flood of the sacred fluid
seemed to overwhelm us. Sex permeated conversation" (173). The 'sex' she was referring to was homosexual, rather than heterosexual sex. Historians have
interpreted this passage to symbolize the breakdown
of all unnatural Victorian prudery and repression.

Another interpretation of this scene was that the barriers limiting homosexuality, not sexuality, were destroyed for Virginia. The relief felt by Virginia and
the freedom she felt was in reaction to the Social
Purity Movement, not the Victorian period. It was
during this period, which immediately preceded the
Post-Victorians, that repression on a new level occurred. The Social Purity Movement prevented candid discussion of sexuality, and especially homosexuality, in the private realm because of the imposition
of public standards onto the private realm.
Another Post-Victorian article addressed the
ambivalence expressed on the subject of Victorians.
The New Statesman article, "The Victorian" in some
respects condemned the Victorian, but posed the
question of whether or not the WWI generation was
more Victorian than the Victorian itself (182). To
pose that question indicated that the post-Victorians
were not all as free as extremists like Virginia Woolf
have recorded. The article was written in 1917, well
beyond the close of the Victorian age, yet there was
difficulty in reaching a consensus on the Victorian
age, which disputed the idea that all Post-Victorians
came to the consensus that Victorians were prudish
and repressed.
The author of this article supported the image
of the Victorian at his worst, a hypocrite: "as the
person who in all history had the greatest opportunities of putting into practice the politics of generosity
and who, with a virtuous face, almost consistently
put into practice the politics of selfishness" (181).
People resented this hypocrisy, it "[was] his virtuous
face, rather than his sins, that the world [found] . . .
difficult to forgive" (181). But perhaps the world of
1917 found it difficult to forgive the Victorian and
idealized him at the same time because Post-Victorians lived in a world of disillusionment, a world of
war without hope and were a people looking for
someone to blame.
It is easy to perceive Victorians as prudes by
reading the above sources. However, sympathetic
Victorian analysts, like Annie Windsor Allen, disproved Gosse's theory of the universal rejection of
all things Victorian. Yet, Annie Windsor Allen's sympathetic view can also be attributed to the fact that
she wrote before WWI, and was unaffected by its
disillusionment. Also, Gosse's disapproval of
Strachey's condemnation supported the idea that
while WWI historians consolidated the stereotype of
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prudery, it was a subject of debate during their own
time period. Although these sources were public, they
were extreme and not necessarily representative of
the WWI generation; two of the authors, Lytton
Strachey and Virginia Woolf were in the same literary circle. For instance, although Old Bloomsbury
was a memoir, it was meant for the public realm.
Other articles, like Gosse's review of Eminent Victorians and The New Statesman article appeared in public journals. The ideas these sources discussed originated in the Victorian public realm and contained
no evidence or support from the private realm. Therefore, creating rather than reflecting a vision of the
Victorian period, these historians did not present a
comprehensive view of the Victorians, but a reaction
against them.
Like WWI historians, later twentieth century
historians generally confirmed the Victorian stereotypes of prudery/hypocrisy, repression and Victorian
duplicity, but attempted to add a psychological dimension to their analyses, distinguishing them from
the arbitrary reactionism of their WWI generation
counterparts. Although they acknowledged the existence of a private sphere, they condemned it as hypocritical and they utilized sources from the public
realm, assuming that they were representative of them.
One twentieth century historian, Ronald
Pearsall, did not question the stereotype of Victorian
repression, but reprimanded it with his statement that
repressed desire naturally lead to the Victorian fear
and anxiety of sex so obviously commonplace during the Victorian age (416). His analysis was similar
to Freud's idea that sexual thoughts and fantasies were
unacceptable to the conscious Victorian mind and
were therefore repressed (422). Pearsall referred to
the exploits of a British voyeur, the notorious Captain Marryat, when he cited "one of the cliches of the
period was the way sexual disgruntlement was expressed by hiding the legs of pianos and tables with
coverings. Furniture legs were equated with human
legs" (423). Pearsall did not challenge this account
or the existence of similar scenes, but believed this
incident was representative of an entire society. He
believed "it was possible not to talk about sex; it was
more difficult not to think about it. One had to
pretend one was not thinking about it. The result
was repression," or the psychoses of the Victorian
period (422).
Rattray Taylor upheld the image of the Victo-

rian at his worst, as the stereotypical represser and
the hypocrite (23). Taylor defined prudery as the
constant obsession of sex combined with a false sense
of innocence and disgust (26). He utilized magazines
and other public sources to determine that all Victorians regarded women "as pure and sexless" (21).
Taylor connected the stereotypes of sexlessness
(passionlessness) and repression to the Victorian ideals of civilization. According to the Gentleman's
Magazine of 1791 (which was an Evangelical source),
Victorians regarded themselves as more civilized than
the preceding century. They were "everyday becoming more delicate, and without a doubt, at the same
time more virtuous; and shall, . . . become the most
refined and polite people in the world" (21). Taylor
believed "the Victorian saw sex not so much as something sinful, but as something bestial, something disgusting. Besides which, conceiving himself as rational, he distrusted an activity which was so evidently
not under rational control" (21). Taylor further supported the stereotype that women did not possess
any sexual passion. "It was a cold statement of supposed fact",... according to Acton, a notorious Victorian sexologist, that it was a " Vile aspersion' to
say that women were capable of sexual feeling" (22).
He also supported the stereotype that Victorians used
euphemisms because "the taboo was extended further and further, so that actions and objects only remotely connected with sex could not be named, but
must be referred to periphrastically. In time, even
the periphrases became objectionable and had to be
replaced by expressions even more circuitous" (23).
The use of euphemisms is the ultimate symptom of
Victorian prudery. However, according to Peter Gay,
euphemism have been recorded in British history as
early as the seventeenth century, which invalidated
the theory that euphemisms were indicative of repression; they were indicative of habit (407).
Late twentieth century critic Duncan Crow,
affirmed "boredom and brutality", as well as prudery, hypocrisy, and snobbishness as characteristics of
life in Early-Victo rian Britain (33). According to
Crow, "it is easy to despise Victorian hypocrisy, and
the whole euphemistic approach that went with it,
forgetting that this blinkered attitude was adopted
to hide the proximity of the abyss in which seethed
the primitive society the Victorians were struggling
away from (33). For the Victorians, "to acknowledge the existence of vice, was, they believed, to en-
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courage it (33). Crow, like Taylor, also accepted the
validity of past sources without questioning their
motives or their accuracy. For example, Crow accepted the findings of the British Captain Marryat
from his book, A Diary in America (1839). Marryat
wrote that "Americans objected to everything nude
in statuary" (36). Marryat's most famous criticism of
the Americans was his discovery at a lady's school:
"On being ushered into the reception room, conceive
my astonishment at beholding a square piano-forte
with four limbs,... [which was the mistress's] care to
preserve in their utmost purity the ideas of the young
ladies under her charge, she had dressed all these four
limbs in modest little trousers with frills at the bottom of them!" (36). To Crow and to most other Victorian historians, "these piano legs . . . became the
symbol of prudery" (36). What Crow failed to mention, however, was Captain Marryat's licentious experiences during his visit, and the personal attacks
by Americans he received as a result. Perhaps he had
more reason than his observations to condemn
Americans as prudes (Lystra 56).
While these twentieth century historians were
not merely reacting against the Victorians, like the
WWI generation writers, they did not utilize private
sources to reach the conclusion that Victorians were
prudes and hypocrites. While their psychological
analyses strengthened their arguments, these historians only examined public sources superficially, without attempting to view the Victorian from his own
dichotomized existence of separate spheres. This illustrated not only their unreliability as authorities on
Victorians, but the influence of their merged public
and private spheres. To these historians, anything
less 'open' than their own society was prudish and
hypocritical.
The above ideas and stereotypes of the WWI
and post WWII generation were the standard interpretations of Victorian prudery. However, they are
only interpretations and can be subject to re-interpretation. Contemporary historians like Peter Gay
and Karen Lystra did not deny Victorian prudery and
hypocrisy, but attempted to explain it. They examined sources from both the public and private realms
in order to dispel the myth of prudery and to present
other images of the Victorian. The Victorian that
Gay and Lystra presented was a Victorian in conflict,
passionate and in search of the true self, desperately
seeking stability in an uncertain world.

In his book, Education of the Senses, Peter Gay
used Freudian analysis to dispel and explain stereotypes of the Victorian Prude and Hypocrite. Freud
defined hypocrisy as an ambivalence in the societal
expectations of man (420). According to Freud, any
man in civilization was an unconscious hypocrite
(418). In his book, Gay represented the Victorian
not as a conventional hypocrite, but as a complex
being pulled between the Freudian concepts of the
id (desire and instincts of the individual) and the
Superego (the pressures of the family and society),
searching for knowledge and meaning and life.
The elements of the Victorian bourgeoisie,
through the lens of Freudian theory, society were:
"the pangs of sex, the pressures of technology, the
anxieties of physicians, the risks of pregnancy, the
passion for privacy . . . [and] man's fear of woman"
(459). Gay believed that Victorians educated themselves through their senses by building upon Freudian concepts of infantile sensory education and awareness and through acceptance of the superego. Gay's
use of Freud, combined with his wide variety of public and private sources, a variety that other Victorian
historians have lacked, enabled him to determine
what actual sexual knowledge the Victorians possessed
and how they acquired it. He explained their acquisition of sexual knowledge through his concepts of
factitious innocence, learned ignorance and platonic
libertinism.
According to Gay, Victorian men and women
were not sexually innocent in the sense that they believed themselves to be innocent. It was a factitious,
but not fictitious, innocence (279). Although they
were not sexually innocent, they were not hypocrites
because of their reluctance to acknowledge it. Factitious innocence in middle class women led to a
'learned ignorance'. Victorian women unconsciously
remembered their initial sexual knowledge, first
gained in infancy, during marriage and were able to
overcome their ignorance (280). However, because
of societal expectations, men wanted to believe that
women were "ignoranft] of vice" or of anything sensual because of their education through the superego: society stated that women did not have sensual
knowledge (280). Because of these public requirements, women and men were forced to maintain the
facade of learned ignorance, but it was not so, as Karen
Lystra also supported, in the private sphere.
Victorians, especially women, acquired sexual
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knowledge through 'platonic libertinism', obtaining
sexual knowledge by looking and hearing, but not
touching, which explained much of their misinformation (334). Specifically, Victorians obtained
knowledge by listening to servants, through the observation of the birthing process, from public statues
of nudity, and by public displays of breast feeding
(331, 332, 337). Gay used other sources, such as
cookbooks and personal journals to dispel the myth
of prudery. Mrs. Beeton's The Book of Household
Management assumed that the housewife was familiar with procedures for cutting off the heads of turtles
for soup and examining the breasts of possible wet
nurses. Gay remarked with humor that "there isn't a
whiff of smelling salts over these pages" (346). Gay
also dispelled the myth that bourgeois men were too
restricted by propriety to be useful. When forced to
become involved with the pregnancies of their wives,
"the consequences of intercourse found bourgeois
men involved and informed" (354). Although William Gladstone actively participated in the pregnancy
of his wife, by rubbing her breasts nightly to increase
the circulation of milk, he could not bring himself to
write the word 'breast' in his journal (352). This
suggested that he was an involved and active husband, but also that euphemisms were deeply imbedded within him. By Gay's standards, William
Gladstone was not a hypocrite because Gladstone's
reluctance to write about sex did not inhibit his actions to act responsibly. Through this and other examples, Gay emphasized the extent which the superego was embedded within the Victorian psyche.
According to Charles Reade (cited within Gay's
book), the "prurient prude," or self-moralizer, was
the real Victorian hypocrite (378). Gay asserted that
the works of these purists, such as Anthony
Comstock, were not representative of Victorian culture, but a reflection of what these reformers wanted
society to be (379). The separation of spheres of what
Froude called the "utter divorce between practice and
profession" was not a strictly Victorian behavior, but
has existed and continued to exist in every major civilization (Gay 406). By presenting alternative explanations and viewpoints of the Victorians, through
Freud and through Victorian voices, it became more
and more difficult to simply condemn the Victorian
as a prude and a hypocrite.
Even more so than Peter Gay, Karen Lystra, in
her book Searching the Heart, examined the private

sphere of the Victorian, strictly through love letters.
During the Victorian era, without the modern means
of contacting one another, letters were the primary
means lovers had of communicating with one another, but they were much more. As Karen Lystra
revealed, they were ways in which to reveal the true
self. Verbal skill in love letters indicated control over
the self, which was an important Victorian virtue (18).
During the "nineteenth century, love was a process
of self-realization and identification through intense
sharing," which was similar to Gay's idea of the acquisition of knowledge; love letters were another
means of self-discovery (29). Love letters promoted
the development of self in the private sphere; writing
letters "was a powerful factor in formulating an identity distinct from social roles in young adulthood"
(31). According to Lystra, revealing the true self was
the ultimate ideal and measure of Romantic Love
(32). The greatest emphasis on writing letters was to
be natural, or sincere because "to be natural is the
great success in love making" (16-17). The only realm
that allowed for the expression of the 'true self was
the private sphere, which appeared superficially hypocritical. Yet the very existence of a 'true self disputes
the idea of Victorian prudery/hypocrisy. To the Victorians, intimacy and love were extremely important,
but were only acceptable within the domain of the
private sphere. The public realm was too uncertain
for the Victorians to reveal their true selves. Because
of the value of privacy, relationships in the private
realm became sacred and were valued more.
In the twentieth century, Americans merge the
public and private spheres, and the idea of'separate
spheres' contradicts our supposedly superior openness. What Peter Gay refers to as 'the passion for privacy,' according to Lystra, made Victorian love sacred (17). Through her research, Lystra noticed that
Victorians derived "considerable pleasure" by speaking of sex in private, which did not indicate prudery,
or any unwillingness to speak of sex (59). For instance, Lincoln Clark, a member of the Victorian
bourgeois, challenged Acton's theory that women have
no sexual pleasure when he wrote "I have the vanity
to believe that the pleasure would not all be on one
side" (61). Dorothea Lummis, another member of
the Victorian bourgeois, wrote her husband after a
separation that "I hope your heart and your lips and
all of your sweet body will be warm and welcome
with desire... ", which further disputes Actons claim
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that women had no sexual feeling (74). Another unusual letter from prominent bourgeois minister, Robert Burdette, fantasized about his next meeting with
his "Little Girl,"/lover, Clara (95). He described to
Clara a fantasy with his "Little Girl" resting in his
arms with "one free hand. . . that wants to play hideand seek with two soft, snowy play fellows now and
again. And you have a hand?' Well. . .it has its own
hiding places" (95). Although WWI and WWII historians would find this letter hypocritical, due to
Burdette's position as a minister and well-respected
member of his community, it illustrated that Victorians, indeed took great pleasure in discussing sexual
acts. Robert and Clara enjoyed sexually fantasizing
in their letters in the private sphere, yet they knew
that their letters were completely inappropriate in the
public realm, perhaps enhancing their pleasure in the
private realm.
Gay and Lystra dispelled Victorian stereotypes
of prudery and hypocrisy by re-defining them through
an examination of the public and private sources.
Unlike previous historians of the WWI and WWII
generations, Gay and Lystra questioned and examined sources such as Marryat and Acton in order to
gain a realistic understanding of Victorian ideologies.
They also utilized personal journals to gain a perspective directly from the bourgeois, which revealed
that Victorians possessed sexual knowledge as well as

Nina Clements
sincerity. These sources revealed the complexity of
Victorian society, and the need for structure and selfrevelation in a changing society.
When examined in their own private settings,
the Victorians were not prudes. They fortified themselves within their separate spheres in order to maintain their identities. It is impossible to generalize
nearly a century of people, spanning all classes and
two countries, as prudish. Before labeling or generalizing a society, one must examine sources that call
them prudish and determine why: the time period
and the use of accounts from the public, rather than
the private sphere. It was easier for many historians
to promote the image of Victorian prudery than to
reinterpret and explain it as did Peter Gay and Karen
Lystra. Before our society looks at another, one should
think about how our own society will be reviewed,
using what methods and what sources. The most
vocal or prolific members of any society are not necessarily the most representative. While our contemporary society discourages labeling individuals, it
seems an impossibility that we should attempt to label a whole society and reduce it to a single word.
The Victorians were not simply prudish, but were a
part of a complex social structure and rich culture.
By labeling them and reducing them to a negative
connotation of an outdated word, prude, our society
misses all that they represent and offer to the future.
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THE REALITY BLOWING IN
BY HILLARY CAMPBELL '00
NOTE: This essay was written as a response to James Faulkner's Sanctuary, Virginia Woolf 's The
Waves, and Ford Madox Ford's The Good Soldier—it is a conversation between myself and three
characters from the novels: Sanctuary's Temple, Waves' Bernard, and Soldier's Dowell. Though I
realize this essay is not written in any typical analytical or "academic" form, I nevertheless chose to
write it this way in order to illustrate both the main point of the essay (the reality of fiction), as well
as to mirror the brilliantly convincing style/technique/realism found in Waves. After reading these
three novels, I wanted to express the inherent modern nature of them all, in addition to each author's
haunting ability to draw strings between the characters in the novels and the readers reading about
them. This essay was meant—atypical though it may be—to voice my interpretations of the three
novels in a way just as imaginative as that found in the novels, and in a way highly worthy of the texts
I have come to adore.
"There's an excitement, a blooming, an elec- about to dawn. But it helps.
"Well my life isn't worth talking about. 'My
tricity—almost like a living, breathing current runfather's
a judge' (Faulkner 54) and I had a cat," Temple
ning through the brown grass and bricks and flesh.
says.
Every seat is filled and the day is sunny, as though a
Everyone laughs, but she hadn't meant to be
spotlight burning coldly down on leafless trees and
breathless workers, abounding with words. You can funny. The feeling that what you'd planned isn't gofeel the words, the effort, the ambition to make black- ing to go quite right is not the best feeling in the
and-white what is colorful and imaginary and false- world. Sometimes I feel that if everyone were extrue. You can feel the narrative rising," Bernard says. actly like me, things would run a hell of a lot more
smoothly. Trying to impress and be different just
"What narrative?" Temple asks.
doesn't cut it sometimes.
"This," I say.
"Look at the way your lights wind up around
"And you just plan to sit there while we talk?"
the windows," Bernard says. "Do you keep them on
Dowell says.
all the time? Your face is throbbing. Constancy runs
"That's the plan."
through the meadows out there, where no one waits
"What's 'this?'" Temple asks.
A throbbing in my right cheek. A tiny heart- to find it, he once said to me. If you want to find it,
beat pocketed in my mouth. Hope. That this will though, you will. Wanting is acknowledging self, acall fall into place, and points will be made. Before knowledging need and desire and you, I, me, because
the sun sets. "I want you to tell me if life can be none of us knows a 'right' definition of ourselves. It
is all make-believe and taking photos like those up
written down."
on the wall there. Why? A glossy You is not the real
"Say what? Whose life?"
You,
and yet you paste and stick because you want to
"Your life. All of you. I want to know about
reality, and about existence, and about life. And I be associated with that happy, smiling You. A faux
want to write something about being a person, and reality. A proposal of the delighted girl by the beach
about putting things how they 'are' directly onto pa- in California, with hair that is longer now. And yet
you claim that that is who you were and are and want
per. So, if you would, just talk to me about—"
"All of this," Dowell says. He sweeps his arm to be. But you don't know."
"That's in Florida," I say.
about the room as if the light of understanding were
Hillary Campbell is a sophomore from Upper Arlington, Ohio, majoring in English (writing), and minoring in
philosophy. She is co-editor-in-chiefofExile, and her spare time is spent sleeping, watching The X-Files, watching
Northern Exposure, looking for gray and yellow skies, reading Durrell and chewing blue pens.
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"What the hell is he talking about?" Temple's
voice screeches. She runs her fingers through her
hair, and the way her tense body lays makes the beanbag seem like it's made of stone.
Dowell is nodding at Bernard. "That was 'the
saddest story I have ever heard' (Ford 11). That was
quite remarkable. That was just the sort of thing
Edward would have liked to quarrel with you about.
Or Leonora. Or even poor Florence. Yes, yes—quite
remarkable."
"You sound like that book they made us read
last semester. I read the whole thing but I still have
no clue what the thing was about," Temple says, glaring at Bernard.
"It was interpretive," I say, opening my eyes
toward her in an effort to seem friendly and accepting. But they tell you to never look an animal in the
eye. I should have remembered that.
"It was b.s., is what it was. Ambiguity out the
wazoo and all these words making no sense and pointless stories in a bigger pointless story and—"
"'I could make a dozen stories of what he said,
of what she said—I can see a dozen pictures. But
what are stories? Toys I twist—'"
"Oh God..." Temple mutters.
"'—bubbles I blow, one ring passing through
another. And sometimes I doubt if there are stories.
What is my story? What is Rhoda's? What is
Neville's?' (Woolfl44)?" Bernard leans back on the
bed with his arms behind his head, and stares.
"I believe I read the novel you're speaking of, or
at least the sort of novel you're speaking of," Dowell
says eagerly. "I kept telling myself as I read it that I
had life there in my hands—on paper! For once, I
knew exactly how things were because I was hearing
everyone's side of it, and nothing could surprise me
later on that would make me change it all later. I
repeated to myself, I said: 'I console myself with
thinking that this is a real story and that, after all,
real stories are probably told best in the way a person
telling a story would tell them. They will then seem
most real' (Ford 167)."
If I'm not able to take all this down, I'll have to
remember it. But even then, how will I know what
order to put it all in, or if it will even make sense?
"So what—it's human to tell stories? Is that
what you all are saying? That that novel I read was
good—
"Brilliant," Dowell interrupts.
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Temple rolls her eyes. "That that novel I read
was good because of the way it talked? No one /know
speaks that way."
"But what you said before—that 'it's human to
tell stories' ... that's exactly it," Bernard says. "That
novel bothered you like it did because it connected
to some part of your heart—some corner, and shattered it like glass. It was pink, and it was hard, and it
was familiar, and you realized that you had inhaled
life. Putting together pieces of our own realities for
the submission of others—that's how we deal with
the shaky ground and the unearthing of sponges and
'arrows of sensation' (Woolf 239)."
"To break the uncertainty, we create universes
of our own," I say.
"We create the interpretive in order to turn jello
into concrete. To give meaning to the meaningless."
Bernard is whispering. I've told them that these walls
are thin.
"But what if you already had meaning? I mean,
what if the meaningless was your meaning and, by
'lifting the curtain' as it were—by hearing the stories
of others, you're turning your own world into nothing?" Dowell asks.
"Poor Florence?" I say.
"Indeed poor Florence. Or poor Edward. Or
poor any of them. If we'd only keep to our own
worlds, there would be no hurt or pain or revelation!
One can learn of life, but what if that is too much?!"
He's becoming terribly excited. Temple shushes him
carelessly. "I found it was false, 'and yet I swear by
the sacred name of my creator that it was true. If for
nine years I have possessed a goodly apple that is rotten at the core and discover its rottenness only in
nine years and six months less four days, isn't it true
to say that for nine years I possessed a goodly apple?
So it may well be with Edward Ashburnham, with
Leonora his wife and with poor dear Florence'
(Ford 14). What if, by accepting the arbitrariness of
life, we are dooming ourselves to hell?"
Outside, the light is actually beginning to fade,
and inside, my watch feels constricting. The tension
in the room is palpable—I like that word, "palpable"—and I become aware of the dried saliva caked
on my lips. Secretly, I try to wipe it away.
And then Lisa instantly comes home. And with
one look at me, words pass effortlessly and she grabs
her Spanish dictionary and wafts just as instantly back
out the door. She has a problem with concentration,
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and I know she has only taken the book to tell herself she at least tried to work. In this current sea of
stress and academia, though, I know she won't last
long. No one will want to talk back to her. No one
will want to tell her stories to keep her from her book.
In the silence, the candle flickers. We can all
hear its silent fury, and we can all hear the car roar by
outside. The darker it becomes outside, the fuzzier
it becomes inside, and the light from above heats us
all like an oven. I stare at my books lined up next to
each other on the desk—leaning and depending and
ready to fall. Bernard's weight creaks a spring.
Dowell's breath sounds like another candle. Temple
remains uncomfortably wedged in the beanbag, her
eyes pouring into me like ice. You can taste winter
coming—bite into it like a steel bar. And when a
plane flies overhead, I notice that I've been talking.
".. .so Derrida says that the word is arbitrary—
that anything relating to language is arbitrary. If this
if what you say ... if what Dowell believes is
is
true, then stories only help to let us know what shifting sands we stand on."
"How poetic," Temple says.
"Well, what do you think?" I ask.
She shakes her head.
"What sort of a name is 'Temple?'" Bernard
mumbles/asks/says half-heartedly from the bed. He's
twirling the tassels of my blanket in his fingers.
The beanbag makes a crunching, forgiving
sound when she stands up. "My father gave me that
name!" she shouts. I know it's useless to tell her
(again) that the walls are thin, so I'm quiet. "And I
don't want to read about life, because mine is perfectly fine as it is!" She whirls about the room like a
cornered animal. She looks like she wants to run.
"Do you know what I did? Do you know what I
made them think, and what I let them do so that I
could have him around? I tasted the drink so I could
feel it on my tongue and know that the light was on!
Do I need a book to tell me that? Hell no! I don't
need to learn anything from a book that doesn't make
any sense and pretends to know what I'm living just
so it can make me examine again how that drink felt
on my throat."
In her rage, in the room, it seems like she's
speaking to a television screen. Or maybe I'm the
only one listening. And maybe she doesn't want that,
either.
"I can tell stories from everyone's point of view!"

Hillary Campbell
she gasps, sinking down on the beanbag and standing right back up again, so that it sounds like corn,
like the rustling of shucks. And then she starts talking about j ust that, which I think is really weird. "'Let
me tell you what I'll do, I'd say. And I'd lie there
with the shucks laughing at me and me jerking away
in front of his hand and I'd think what I'd say to
him. I'd talk to him like the teacher does in school,
and then I was a teacher in school and it was a little
black thing like a nigger boy, kind of, and I was the
teacher.' Don't you see I don't need interpretation to
tell me what to do? 'Because I'd say How old am I?
and I'd say I'm forty-five years old. I had iron-gray
hair and spectacles and I was all big up here like
women get. I had on a—' (Faulkner 219-220)"
"Temple, it's OK," I interrupt.
"Reading about it has made her see it. Know
it," Bernard says.
"I believe I wouldn't ever want to know that,"
Dowell says.
In the brilliant haze inside, the darkness against
the window pushes in and closes her mouth and forces
her hands to her powder compact, to her cheeks. The
door closes us in, and the words fly around like pieces
of dust caught in the wave of the next conversation.
I know I'll never be able to get this to make sense.
My foot's asleep.
"So this is reality," Bernard says. He sits up
and dangles his legs over the bed. "So what? If this is
how it is, then what have we to complain about? We
can't change it. We can't make it make sense anymore than we already have. There are the facts, and
there are the facts. But isn't the darkness out there
the very thing that keeps us from believing in this
light we create? We keep things in perspective by
taking in the words, taking in other people's moths
and holding them close to our own light. I don't
know what the night is, but the best I can do is to
hold my light up and recognize that light, all the while
remembering that there is blackness that can hurt
me. 'For I am more selves than Neville thinks. We
are not simple as our friends would have us to meet
their needs. Yet love is simple'(Woolf 89). Loving
and ingesting and remaining open to suggestion is
what keeps us sane.
Temple stands. Her lip trembles slightly.
"...which is the ultimate irony, is it not?"
Dowell says. The candle across the room is reflected
in his eyes. "We tell stories to stop ourselves from
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seeing the falseness of it all"—again, the displaying
sweep of his arm—"and yet in order to remain sane,
we must make sure we don't believe that those stories
are completely true."
("Popeye believed they were true.")
"And why? For what purpose? To point what
lesson? It is all a darkness' (Fordl51)," Dowell says.
"Darkness," Temple says.
"Darkness," Bernard says.
The candle goes out in Dowell's eyes, and the
smoke fills the room as though it were fog choking
the humanity out of us. I smirk. I begin to feel like
we are losing sight of what is important, of what I
had originally sat them all down to tell me. "So does
life narrate?" I ask, and I think why would anyone
want to narrate this moment, with the black pulse of
the window trying so hard to get in here...
"What makes us human is to tell stories. Constancy. Reiteration. You—" Bernard looks at me, "I
don't know your story, and I have no reason to believe what you say is true, and yet I choose to listen
to it, because that's what makes me pull the blinds to
the sunlight. Pull them up. You—" he looks to
Dowell, "I don't know if what you've said is true. I
don't think you know, either, and you began to doubt
it when they all told you your life. You—" he looks
to Temple, "are insane. I don't know that you even
have a bed, a kitchen, a liking of fish. Your world
was turned upside-down, and all you can say is that
you had a cat."
"He was gone when I got home," Temple says
to the floor, quietly.
I look to my hands, and back up again. Bernard continues.
"But this reiteration is not true—it can't be
proven or verified because of the meaningless of everything around us. Like a good friend of mine told
me, 'I desired always to stretch the night and fill it
fuller and fuller with dreams' (Woolf 205). This cotton-candy world is a dream. This carpet. This swirl
on my tongue and between my toes. My outstretched
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hand to you is but an illusion." He looks to me.
"Who writes the story—the writer or the reader?"
"Well, the writer," I say without pause. But as
soon as I say it, I know I'm wrong. And I'm scared.
And I'm petrified of putting myself out there on the
line, and writing reality, and having it all blow up in
my face when this person draws this from it, and
that person draws that from it, until it's not mine
anymore, and therefore by stripping away my narration of life, they have stripped me away, as well.
"'I have done with phrases' (Woolf 295)," Bernard says. '"Life is not susceptible perhaps to the
treatment we give it when we try to tell it' (Woolf
267)."
I look desperately, clawing for solid ground,
head swiveling, to Dowell, who only shakes his head
and says softly, "'I leave it to you' (Ford 220)."
Gathering limbs and sentences and movement,
they leave my room of light slowly, one by one, slipping out as Lisa did such a seemingly long time ago.
I feel completely at a loss—completely helpless and
hopeless and without answers. And yet, somehow,
with.
They are gone. I am alone. Perhaps I dreamt
of their stay, and of what was said. Perhaps in the
morning it will all be like evaporating mist, and my
bed will not have his imprint on it anymore. The
throbbing in my cheek has stopped. My foot is awake.
And looking for life to narrate, there is nothing but
she, who swims through my eyes, and reminds me of
the electricity and the fakeness of the students and
the need to finish this, this, this. There is nothing
but she, the reality blowing in...
'"That was when I got to thinking a funny
thing. You know how you do when you're scared. I
was looking at my legs and I'd try to make like I was
a boy. I was thinking about if I just was a boy and
then I tried to make myself into one by thinking.
You know how you do things like that'
(Faulkner2l6)."
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THE EVOLUTION OF THE AVANT-GARDE: TOWARDS IMPRESSIONISM IN
CINEMA
BY AMY L. SPEARS '98
From Surrealism to Trance Film and Beyond
Trance films in general... tend to resist specific
interpretation. (Sitney 23)
In his book, Visionary Film, P. Adams Sitney
describes the trance film as the link between earlier
surrealist film and the later mythopoeic and structural films of the avant-garde cinema. Trance films
in general seem indeterminate in meaning; it is difficult to say that they literally mean some specific thing,
as they seem poetic in form, like metaphors for their
subjects. Often, trance films or their precursors in
the surrealistic tradition employ psychological symbols and themes in order to suggest an overall idea or
feeling to the viewer, as opposed to a straightforward
narrative plot. In this way, these films can almost be
thought of as impressionistic in some sense.
In Sitney's definition, he considers the trance
film (and other avant garde films of the same period)
to deal with several themes: the unconscious articulation of space, the quest for sexual identity, sometimes casting the filmmaker as the protagonist, and
like their surrealist precursors, the evocation of the
dream state (Sitney 18). However, unlike the trance
film, "the surrealistic cinema ... depends upon the
power of film to evoke a mad voyeurism and to imitate the very discontinuity, the horror, and the irrationality of the unconscious (Sitney 11). I would
agree with Sitney in this respect; trance films seem
much more ordered and rational than surrealist ones.
The link between surrealist films and trance
films is related to the dream-like quality which both
genres portray on the screen. By transporting the
viewer to a place which can exist with elements not
from reality, the trance filmmaker is able to create a
work which asserts its meaning in a nontraditional
way. That is, the meaning of a film from either genre
will not be easily deciphered; the images cannot always be taken at face value, or the film might seem
to have no meaning at all.
Sitney also sees a connection historically be-

tween the trance film and what he calls the
mythopoeic or mythographic film. He writes,
The fundamental change of the early 1960s
within the avant-garde film, as I have shown
in several places, was the emergence of the
mythopoeic film, a direct descendent of the
trance film, which had undergone a gradual
but fragmented evolution in the 1950s. (Sitney
345)
The mythopoeic film is similar to the trance
film in that it also concentrates on the "primacy of
the imagination." But whereas the trance film concentrates on a dream-state, the mythopoeic film focuses on ritual and myth, whether already established
or created in the diegesis (Sitney 123). As in its precursors, mythopoeic film has an ambiguity surround-'
ing the meaning or plot of the film, giving it as well
a sense of indeterminate meaning.
As I discuss the individual films I have chosen
(from surrealism: Salvador Dali and Luis Bunuel's Un
Chien Andalou, from trance film Maya Deren's Meshes
of the Afternoon and At Land and from mythopoeic
film, Kenneth Anger's Inauguration of the Pleasure
Dome, Puce Moment and Kustom Kar Kommandos) I
hope to make clear the evolution of the avant garde
film as Sitney has described it, from the surrealist
films of the 1920s to the trance films of the 1940s
and then to the mythopoeic films of the 1950- 60s.
But most of all, I also hope to show that it is possible
that the further evolution of the avant-garde may
branch off from the current structuralist trend into
something which most closely resembles "cinematic
impressionism."
Un Chien Andalou and Trance Film Elements
Un Chien Andalou (1928) by Luis Bunuel and
Salvador Dali, has long been heralded as the definitive surrealist work of the cinema. As Bunuel himself wrote after the film had been made:
It should be noted that when an image or idea
appeared the collaborators discarded it imme-
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diately if it was derived from remembrance,
or from their cultural pattern or if, simply, it
had a conscious association with another earlier idea. They accepted only those representations as valid which, though they moved
them profoundly, had no possible explanation
... The motivation of the images was, or meant
to be, purely irrational! They are as mysterious and inexplicable to the two collaborators
as to the spectator. NOTHING, in the film,
SYMBOLIZES ANYTHING. (Mullen 153)
It would seem from this emphatic note from
the filmmaker that in fact, trying to find any coherent meaning in the film would be futile. However,
because the same characters are seen throughout the
film, it seems impossible for the viewer to not perceive some sort of linearity or continuity (of which
Bunuel also writes). "Far from being puzzling, the
film achieves the clarity of a dream" (Sitney 4).
However, because of the interdtles which make
clear that the film actually spans a period of eight
years, confusion sets in. Without these indicators of
time, one could attempt to view the film as a somewhat chronological narrative, albeit in the form of a
dream. With these intertitles, there is some ambiguity as to the order of the events. The most ambiguous perhaps is the phrase "eight years later" which
follows the eye-slashing scene and precedes the scene
in which the main female character rushes to assist
the cyclist, her eye now intact. There is no cause and
effect type of action occurring here; events may seem
to proceed in an order, but they are never as a result
of anything else in the film.
Even with all these ambiguities (or perhaps because of them), Un Chien Andalou does convey the
mood or aura of a dream state, readily recognizable
because of the inconsistencies in plot and causality
which are the mainstays of traditional narrative film.
Even though Sitney would classify Un Chien
Andalou as a surrealist film (and I would not dispute
this) it also has many elements of trance film, alluding to the evolution into it. As already mentioned,
the film evokes a dream state, one of the staple elements of surrealism which "leaked into" trance film.
Both filmmakers also appear in the film, though not
as protagonists: Bunuel as the eyeball slasher and Dali
as one of the priests being pulled along with the pianos.
Elements of the search for sexual identity are
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also present within the film. The androgyne is especially representative of this trance characteristic. Also,
the man as a sexual predator towards the woman and
the woman as she relates to the various men both
seem to be searching.
Un Chien Andalou does not seem to contain
many elements pertaining to the unconscious articulation of space, but it is not a trance film anyway. In
fact the surrealist elements far exceed the trance elements, so while it may fit into the trance genre, it is
on the fringes of such a definition.
Bridging the Gap to the "Pure Trance Film": Maya
Deren
Like Bunuel and Dali, it seems that Deren did
not intend for her films to give any specific meaning.
The introduction which she reads on a videotape
edition of her collected works reads:
I am content if
on those rare occasions
whose truth can be stated
only by poetry,
you will, perhaps,
recall an image —
even if only the aura
of my films.
However, even though there is no determinate
meaning in her works, Deren succeeded in helping
to define an entirely new genre in the American avantgarde cinema.
Perhaps Deren's Meshes of the Afternoon (1942)
is the film which best exemplifies the emergence of
the trance film from surrealism. It fits somewhere in
between the two genres because of its heavy reliance
on Freudian psychological symbols mixed into a
dreamlike diegesis. Another filmmaker praises this
use of such symbols:
Perhaps the most startling thing about this film
is the naturalness and ease with which it presents certain psychological symbology... Maya
had the capacity to speak more directly about
what everyone else was being very pompous
about — that is, symbolism, particularly psychological symbolism — than anyone else I
ever met. If one underestimates such a talent,
then I suggest trying to make a film that uses
the obvious psychological symbols like keys
and knives as Meshes does and not bring the
house down with laughter. (Brakhage 93)
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Meshes is more ordered than a surrealist film
because it does portray a continuous story, but the
objects which are central to the film (telephone receiver, flower, knife, key) are reminiscent of the striped
box in Un Chien Andalou in that they reappear
throughout the film, linking the scenes together, but
not in any way which would suggest traditional continuity. In fact, her collaborator on the film and then
husband, Alexander Hammid had made several surrealist films in Prague (Fabe 138).
Meshes does have several of the elements which
become important to Sitney's definition of trance
film. Deren the filmmaker is cast as the protagonist,
and the film does seem to deal with the articulation
of space. One example of this comes in the sequence
of close up shots of her feet as she walks. The motion is entirely continuous; the action is matched
perfectly and the shots are all framed identically.
However, each step takes us through a different terrain — grass, sand, rocks, etc. — therefore disrupting the continuity of setting.
Sitney, however, develops his definition of the
trance film around Maya Deren's later work, calling
her 1944 film At Land "the earliest of the pure American trance films" (Sitney 21). Most important to
Sitney when discussing this film is the protagonist.
Played by Deren herself, she is seen as fairly isolated
from the other characters in the film; the most interaction she has is when walking down a path conversing with a man. However, the man keeps turning
into several different men, so it is difficult to call even
this "interaction". In other scenes, as she crawls along
the banquet table or watches the women playing chess
on the beach, she is barely noticed or acknowledged
by the other characters. The only time that another
character ever seems to react to her is in fact when
there are multiple shots of her at different places on
the beach and she is in effect looking at and reacting
to herself.
Deren's film is also very much about the articulation of space. Different scenes seem to merge and
connect as she moves throughout the film. For instance, as she climbs up the dead tree on the beach,
her head exits the top of the frame, only to reappear
entering from the bottom of the frame in the banquet hall in the next shot. The motion is uninterrupted, but the scene around her has changed entirely, thereby giving the illusion of a continuous
space.

As Deren's career moved on, she seemed to fall
away from the pure trance film element and move
on into the realm of myth and ritual with her film
The Very Eye of Night (1952-1959), probably as a result of her real-life initiation as a Voodoo priestess.
Had she lived longer she might have progressed even
further into this type of theme, but since she died in
1961 at the age of 44, she left only the possibility for
other filmmakers to go into this realm.
Kenneth Anger: Creator of Mythopoeia
The next major genre of avant-garde film which
Sitney discusses is the mythopoeic film. Just as Maya
Deren bridged the gap between Surrealism and trance
film, Kenneth Anger can be seen as bridging the gap
between trance and mythopoeic films. Two of his
shorter films, Kustom Kar Kommandos (1965) 'and
Puce Moment, both fragments of proposed but never
completed longer films, have a certain dream-like
quality that evokes thoughts of trance film. Had they
been completed however, it seems likely that both of
the films were intended to be more mythopoeic endeavors. The proposed Puce Women was to be, "according to Anger ... 'a film on the women in Hollywood in the 1920s.' It was to be a study of their
lifestyles, their clothes, their cars, their houses, their
social patterns" (Landis 52). Puce Women therefore,
had it ever been made, would have focused on one
aspect of the mythical Hollywood which Anger was
so obsessed with lampooning.
Kustom Kar Kommandos is therefore very similar to what Puce Moment exists as: a trance-like fragment of a film which would have been more
mythopoeic in scope. KKK might actually come
closer in its fragmented form to achieving this goal,
as the film shows a man polishing and maintaining
his hotrod with great care. His mood and demeanor
suggests the trance film, but the action is evocative
of ritualistic elements and in fact Anger's proposal
for the film actually sought to capture on film the
teenage phenomenon of customizing cars with an
adult mentor. Anger describes these relationships as
almost religious in his prospectus:
The aforementioned adult "mentors," ... will
be shown at work in their body shops on various cars-in-the-process-of-becoming, in the
role of "arch-priests" to the teenagers whose
commission they are fulfilling. ... the idolized
customizers (the only adults seen in the film)
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will be represented as shadowy, mysterious
personages (priests or witch-doctors) while the
objects of their creation, the cars, will bathe
in a pool of multi-sourced (strictly non-realistic) light, an eye-magnet of nacreous color and
gleaming curvilinear surfaces. (Sitney 125)
The very words which Anger uses to describe
his vision of his film are imbued with religious and
mythic imagery. The car is seemingly "birthed" from
the magical/religious parents.
It seems that the less apparent mythic elements
of these shorter films alludes to the enormous pantheon which Anger portrayed in The Inauguration of
the Pleasure Dome (1956, revised 1966). Sitney calls
this film "the first major work to herald the emerging mythic form in American avant-garde film.
(Sitney 124).
In Inauguration, Anger displays a somewhat
bizarre "magickal" ritual, not unlike what he himself
undertook in his occult practices, only the participants in this ritual are gods from Greek, Roman and
Egyptian and Christian mythology. The film is imbued with rich colors and at times up to five layers of
superimpositions, giving the ritual a sense of richness and lavishness.
Inauguration does seem to embody what Sitney
means when he writes, "The triumph of the
mythopoeic film ... spring from the filmmakers' liberation from the repetition of traditional mythology
and the enthusiasm with which they forged a cinematic form for the creation or revelation of new
myths" (124). However, the film also contains remnants of the trance era as well. The heavy layering of
superimpositions and the strangely trance-like movements of many of the characters evoke the dream like mood that the avant-garde has long been known
for. The strange orgy which ensues after Pan's poisoning seems to allude to a sort of sexual searching
(although not exactly for sexual identity).
Looking Forward to "Impressionist Cinema"
The term [impressionism] was first used to
characterize the group in response to the first
exhibition of independent artists in 1874.
Louis Leroy and other hostile critics seized on
the title of a painting by Monet Impression,
Sunrise, as exemplifying the radically unfinished character of the works. The word' impression' to describe the immediate effect of a

perception was in use at the time by writers
on both psychology and art. Jules-Antoine
Castagnary's review (1874) demonstrates that
it was not always used in a negative way: 'They
are Impressionists in the sense that they render
not the landscape but the sensation produced
by the landscape' ... The term is sometimes
used to describe freely executed effects in works
of other periods in which the artist has presented an impression of the visual appearance
of a subject rather than a precise notation.
(Turner, Vol. 8 151-152)
The above dictionary definition of impressionism could be effectively applied to many of the films
I have discussed from the surrealist, trance or
mythopoeic genres. Especially because of the indeterminacy of meaning which is prevalent in all of these
films, "impressionistic" would seem to be a term
which could be readily applied to such works. Much
like impressionist paintings, in which the subject is
seen through a sort of haze of brush strokes, the subjects of these films are somewhat hidden behind the
effects of their means of representation onscreen.
Whether due to lighting effects, rephotography, or
even the thematic or nonlinear construction of plot,
these films might seem to give just an impression of
meaning, a sort of fluid idea upon viewing them.
This is not to say however that any or all of
these films could fit into a category of cinematic impressionism. I do believe however, that following the
historical model which Sitney has provided in his
book, perhaps impressionistic film is a genre which
could be looked forward to, branching out of the
avant-garde alongside structuralism.
Following a strict definition of impressionism
as it applies to painting, an impressionistic film would
have to be nonnarrative in some sense, that is, simply evoking the impression of a perceived subject,
something which all of the films here do quite well,
especially those of Deren and Bunuel. Then special
attention would have to be paid to "momentary effects of light, atmosphere or movement" (Turner
151). Perhaps this could indicate a further exploration of the type of choreographed movements that
both Anger and especially Deren explored. One can
imagine films tightly focused on particular movements and the interplay of light on the subject as
sorts of studies in impressionism.
Impressionists are described as being concerned
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cinema
will
next
lead
us,
but
I
do
believe
that perwith "finding a technical means to express individual
sensation" (Turner 151). It seems then that impres- haps this sort of impressionism is possible as long as
sionist cinema would be autobiographical in the sense one intensely studies the subtle differences between
that it would pay attention to more private experi- the already established genres and builds upon the
ences and trying to convey the actual feelings of these development which has occurred over the past sevto the viewer. Here the analogy of experimental film enty years. If a project is consciously undertaken to
as "film poem" (Sitney vii) becomes useful as we imag- build upon the past historical development of the
ine a sort of synesthesia as the poet/filmmaker en- avant-garde cinematic art form, perhaps impressiondeavors to give visual representations of the tactile ism is a possibility.
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INCEST IN THE GOTHIC NOVEL
BY WYATT HOLLIDAY '98
The human mind has a preoccupation with sex
and violence but seems to be unable to reconcile itself with the extension of this preoccupation, namely
violent sex such as incest. This preoccupation is nothing new; there has been incest as long as there have
been people. If you believe the Judeo-Christian Bible,
the entire human race is the product of incest; if God
only made Adam and Eve, with whom else could their
children "go forth and multiply"? This theme is also
widespread and prevalent across the centuries in other
literature; and it has usually evoked horror and distaste in those who encounter it. Witness Shakespeare's
Hamlet (a possible Gothic hero, himself), and his
opinion in 1600-ish of incest:
O, that this too too solid flesh would melt...
Or that the Everlasting had not fix'd
His canon 'gainst self slaughter!
... within a month (of my father's death)
... (my mother) married with my uncle,
My father's brother...
... O, most wicked speed, to post
With such dexterity to incestuous sheets
(Homletl,u)\, Anne Williams lists the reasons
Hamlet, both the character and the play, is so important to later Gothic writers such as Walpole: it has "a
castle; a ghost; a madwoman; a family secret concerning a murder; plenty of violence; and incest [emphasis mine], both actual and implicit" (31). Horace
Walpole's The Castle ofOtranto was written in the
England of the 1760's and contains scads of implied
and attempted incest and incestuous images. Incest
as a Gothic convention is also, however, as contemporary as Anne Rice's Interview with a Vampire, which
had a doubly creepy movie version which showed on
the big screen the very real implications of the Louis
character's kissing the Claudia character. Incest is as
much a Gothic convention as a locked door. I will

attempt herein to explore how the convention of incest in the Gothic novel has played a role in the genre
by examining the ways in which it has been used in
the first major Gothic, Walpoles Otranto, and Matthew Gregory Lewis's also early The Monk.
In Walpole's The Castle ofOtranto, incest serves
several functions, one of which is to further the "dominant power structure," i.e. the patriarchy, in which
lies the source of all political and economic power in
the novel (Winter 18). The Gothic genre can be seen
as a family romance in that it mostly concerns itself
with the comings and goings, morals and mores, of
one (or several) particular family unit(s). Otranto
fits easily into this mold; the novel opens to a description of the inhabitants of the Castle, and reads
almost like a cast list at the beginning of a play:
Manfred, Prince ofOtranto, had one son and
one daughter: The latter a most Beautiful virgin, aged eighteen, was called Matilda.
Conrad, the son, was three years younger, a
homely youth, sickly, and of no promising disposition; yet he was the darling of his father,
that who never showed any symptoms of affection
to Matilda. Manfred had contracted a marriage for his son with the Marquis of Vincenza's
daughter, Isabella (Walpole 15).
From this opening, we have a sense of the family politics; the stronger older child, a daughter, is
ignored and unloved, while the younger, sickly boy
is doted upon and already is engaged to be married.
Manfred sees his son as the only acceptable heir to
the paternalistic realm ofOtranto, even to the point
that he seems not even to recognize the Danvinistic
superiority of his daughter. Manfred seems nearly
mad for viable male heirs, because there is a prophesy which foretells the downfall of "the House of
Manfred." When his wife Hippolita attempts to dissuade Manfred from his intention to marry Conrad
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off because of "his great infirmities," Manfred "never
(gives) any other answer than reflections on her own
sterility" (Walpole 15). This paternalistic power structure serves to set the scene for Manfred's attempt at
incest. In his eyes, he needs a son, or at least a strong
grandson, to continue the rule of Castle Otranto, and
to deviate from that need is to lose what he has built
up: "my fate depends on having sons" (Walpole 23).
His need for an heir overrides all other concerns in
his life. The irony, of course, is that, through his
mad quest for an heir, he destroys his chance of having one; the action of the story ultimately leads to
nothing more than the theme, of which Walpole himself speaks ill in the Translators Preface, "the sins of
fathers are visited on their children" (Walpole 5).
It is important to remember, however, that
Manfred's attempt at incest in fact is what destroys
his first chance to have an heir, and that his other
chance for an heir is consumed in a situation that, at
least from a Freudian standpoint, contains imagery
which seems to imply incest. The presence of incest
in the action foretells certain ruin, because incest
stands in direct opposition to the family paradigm
which is central to the Gothic as family romance. As
Anne Williams sets forth in her excellent Art of Darkness:

Foucault... argues that "sexuality" was superimposed upon alliance," creating a situation
in which the demands of family, property, social order, and tradition conflict with the new
idea that the desires of the private self should
constitute the fundamental basis of private behavior. ... It follows ... that such an arrangement would regard incest, the paradoxical
"law" of forbidden love, as the horror of horrors, the unspeakable crime (93).
The idea of incest is so problematic because the
truth of sexual experience are expected to fit within
"an already determined range of'facts,'" and this range
of "fact" does not now and never has included the
idea of incest, which is seen as "the 'universal' taboo"
(Williams 93-94). Because Manfred involves himself in situations of incest, he is doomed from the
start.
However, there is another side to the use of the
incest theme in this novel: from early in the novel,
the theme adds a bit of irony and black humor to the
proceedings, at least when read from my late-twentieth-century viewpoint. Ironic foreshadowing appears

from the start, on the first page of the novel: "(Isabella)
had already been delivered by her guardians into the
hands of Manfred, that he might celebrate the wedding as soon as Conrad's infirm state of health would
permit" (15). This is, of course, exactly what happens; when Conrad's state of health allows him to be
dead, Manfred makes a very focused effort to celebrate a wedding with her. Manfred later remarks to
Matilda "I do not want a daughter" (21), after which
he decides to take Isabella, his daughter-(-in-law-)
to-be, for use as an "heir oven." The instances in
which Manfred's single-minded determination to
have an heir are the subjects of foreshadowing recall
in my mind such diverse sources as the sexual doubletalk and innuendo that is such a feature of
Shakespeare's comedies, and the traits of the stock
characters in Moliere's French restoration comedies
such as The Miser, in which the main character's
cheapness overshadows all of the other concerns in
his life. These comic connections were not lost upon
the public of Walpole's day; they were equally horrified by the suggestions of incest and amused by the
(sometimes) clunky way in which it was presented.
Even later in the novel, when Manfred broaches
the subject of incest with Isabella, there is a sense
that her horror is a bit too overdone to be really disturbing. She responds to Manfred's offer of himself
as replacement for his giant-helmet-fallen-from-thesky-killed son with the cry "Heavens!" and goes on
to use too many exclamation points to be taken very
seriously: "What do I hear! You! My Lord! You! My
father-in-law! the father of Conrad! the husband of
the virtuous and tender Hippolita!" (Walpole 23).
As Ian Duncan suggests, "the writing mimics its own
theme of degradation into triviality" (32).
There is a further scene which furthers the idea
that "that strain of ironical washiness" will lead to
"Gothic and Camp remain [ing] on intimate terms"
(Duncan 32) (a phenomenon proved by the tremendous success of the movie Scream last year). In trying to suggest the depths of depravity which are
plumbed by Manfred's suggestion of marriage with
his former-soon-to-be-daughter-in-law, Walpole (unintentionally?) writes one of the most humorous
scenes in all of Gothic literature:
Manfred (was) advancing to seize the Princess.
At that instant the portrait of his grandfather,
which hung over the bench where they had
been sitting, uttered a deep sigh, and heaved
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its breast. ... The picture ... began to move ...
quit its pannel, and descend(ed) on the floor
with grave and melancholy air (24).
Recalling Hamlet s Father's ghost, the specter
motions for his errant descendant to follow; when
Manfred tries to follow, thinking the specter is come
to impart knowledge upon Manfred, the ghost shuts
a door in his face. This scene is interesting because it
deals with the implications of incest on two levels:
that it is so horrific that the mere suggestion of it
causes Manfred's dead ancestors to get up and leave
the room, while at the same time imparting the rather
comic image of Manfred's dead ancestors getting up,
leaving the room, and slamming the door in his face,
There is, of course, more to the treatment of
incest in Otranto than just camp and irony. There is
real commentary upon the grossness of the idea of
incest. After all, incest does, in the end, cause the
downfall of the present principality, leave dead bodies strewn about, and send people into religious vows.
The real grossness of the incest is best shown in the
scene in which Isabella, Matilda and Hippolita are
crying about the, at that point, seemingly inevitable
divorce/incestuous marriage which would come about
as a result of Manfred's quest for an heir. A careful
examination of the diction of the scene reveals a deepseated abhorrence for the suggestion of the divorce/
incestuous marriage. Manfred is reviled as a an "impious man," a "murderer, an assassin," "odious," and
my personal favorite, "execrable" (Walpole 90-1).
Near the beginning of the section, Isabella responds
to Hippolita's assertion that she cannot hear ill of her
husband by saying that "the purity of your own heart
prevents your seeing the depravity" implicit in
Manfred (90). Isabella is horrified at the thought
that her own father, whom she describes as "too pious, too noble," (91) may agree to Manfred's request,
a situation which she believes to be a most terrifying
prospect: "I was contracted to the son? can I wed the
father?—no, Madam, no; force should not drag me
to Manfred's hated bed. I loath him, I abhor him:
Divine and human laws forbid" (91). This statement
shows the depth of Isabella's disgust: in the society in
which Isabella finds herself, "women are, at best, passive receptacles of men's ideas" (Winter 20). In dedaring herself independent of the society in which
"it is not ours [meaning women's] to make election
for ourselves: Heaven, our fathers, and our husbands
must decide for us (Walpole 91-2), Isabella is saying

that the very idea of incest is so abhorrent that she is
willing, basically, to take on the world rather than to
submit to it.
Of course, in the end, Manfred does not wed
Isabella; but he does commit a final quasi-incestuous
act which removes his final hope for an heir. Manfred,
"whose spirits were inflamed" with "wine and love"
(Walpole 108), violently stabs one whom he thinks
is Isabella with a dagger, killing her. His reasoning
for this act being something like "if I can't have her,
no one can," Manfred accidentally kills his own
daughter, Matilda, and in doing so, runs afoul of
Freud. The Freudian analysis of this scene would see
the knife as a phallic symbol which is plunged "into
the bosom of the person that spoke" (109); with the
phallic knife representing male sexuality, and the female breast representing female sexuality, this scene
can be examined as a rape as much as a murder. As
the recipient of that fateful thrust, so to speak, is
Manfred's blood kin, his daughter, there is at least
the implication of incestuous rape in this scene,
While the situations of incest in Walpole's Castle
of Otranto are either implied or involve an unconsummated attempt, those of Matthew Lewis's The
Monk are graphic and violent. However, like Otranto,
there is in The Monk a consciousness of "the repression of the female to the Law of the Father" (Williams 120), i.e. that the patriarchal nature of the premises on which the play is based eventually lead to
destruction of the characters. However, the intent of
the villainous characters reveals the differentiation between Manfred and Ambrosio. Manfred was mostly
interested in continuing his line, which at least suggests that he was interested in issues beyond his libido; while in The Monk, Ambrosio was really only
interested in the sex, or rape, really, and the attendant feelings of possession, domination and power,
The occurrence of incest in this novel occurs
within a nest of other "sins," all perpetrated by
Ambrosio, the man lauded as peerless in the opening
pages of the novel:
In the whole course of his life He has never
been known to transgress a single rule of his
order; The smallest stain is not to discovered
upon his character; and He is reported to be
so strict an observer of Chastity that He knows
not in what consists the difference of Man and
Woman (Lewis 17).
It is, however, from this paternalistically-en-
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forced "innocence" of the Catholic priest that the urge
and drive to be promiscuous arises. Steven Bruhm
proposes that in breaking free from the dictates of
the church, Ambrosio swings too far in the opposite
direction, gaining an unconscious revenge on a symbol of the Church, the Madonna-esque Antonia: "so
while we may applaud his transgression against authority, we recoil against his transgressions" (130).
Much in the way the readers of Otranto were equally
horrified and amused by the juxtaposition of the vile
and the comic, it could be argued that there is a possible duality in the reader's response to Ambrosio in
the beginning sections of the novel. However, I would
assert that as we delve into the novel, we come realize
that Ambrosio's "fight the power" impulses ultimately
manifest themselves in his acts of murder, rape, and
the eventual "sale" of his soul to Satan.
Lewis's tale lacks the humor which made
Otranto a pleasurable read; instead, the plot of The
Monk does "not depend on comedy or tragedy but
rather on suspense, anxiety, and fear" (Winter 18).
The scenes of degradation are wholly degraded; we
know, or at least suspect, early in the novel that any
sexual congress between Ambrosio and Antonia
would be incestuous, as the novel is loaded with hints
and dual images involving these two characters, right
down to their names. Ambrosio's quest for the consummation of his sexual fantasy echoes Manfred's
quest for an heir, in that it seems to wholly consume
him, to the point that he loses sight of all else; however, while Manfred is the villain of the novel, he is
not (really) really vile. Ambrosio, on the other hand,
is possibly the most despicable character we have encountered in Gothic literature: he trades his soul to
the Devil so that he may have the opportunity to
kidnap, rape and murder his sister.
This sense of utter vileness is apparent in the
passages which contain the actual rape. Ambrosio
not only ruins a virgin (and figuratively, the Virgin),
but he does it in a setting which suggests necrophilia,
possibly the only sexual act which is seen, by and
large, as more foul than incest. The sense of disgust
which the rape engenders is furthered by the setting
in which it occurs:
By the side of three putrid half-corrupted
Bodies lay the sleeping beauty. ... A
s
wrapped in her shroud She reclined upon the
funeral Bier, She seems to smile at the Images
of Death around her. While he gazed upon

their rotting bones and disgusting figures, who
perhaps were once as sweet and lovely...(the
images) served to strengthen his resolution to
destroy Antonia's honour" (Lewis 379).
It should be noted that, at this point, to
Ambrosio, Antonia still serves as a representation of
the Madonna, the Divine, the Perfect. He desires
that aspect of Antonia as much as or more than her
human "woman-ness": "what charms me, when ideal
and considered as a superior Being, would disgust
me, become Woman and tainted with all the failings
of mortality" (Lewis 41). While it is ambiguous, I
do not think that Ambrosio is "turned on" by the
necrophilic imagery so much as by the dichotomy of
those images and the transcendent beauty of Antonia.
However, the act of the rape removes from Antonia
the veil of divinity which she had to that point worn;
she "becomes a woman," as the euphemism goes. I
would assert that this sweeping away of perfection
causes in Ambrosio a recognition, first of the rather
immediate necrotic imagery in which he and Antonia
are surrounded, and secondly, on some level of the
incestuous nature of the rape. Lewis tells us that at
the aftermath of the consummation,
Nature seemed to recoil at the touch. He felt
himself at once repulsed from
and attracted towards her, yet could account for neither sentiment. There was something in her
look which penetrated him with horror; and
though his understanding was still ignorant
of it, Conscience pointed out to him the whole
extent of his crime (387).
The word choice here is very interesting. That
Antonia "penetrated" him with "horror" obviously
recalls his earlier penetration of her sexually.
To further this look at word choice, one need
only examine the diction of the rape scene to understand the utter disgust and degradation which the
idea of the incestuous rape causes. The language
which Lewis uses to describe the rape is frightening.
Lewis portrays Ambrosio as "an unprincipled Barbarian" (383), who is wholly overcome with lust:
In the violence of his lustful delirium,
[Ambrosio] wounded and bruised her
tender limbs. Heedless of her tears, cries and
entreaties, He gradually made
himself
Master of her person, and desisted not from
his prey, till he had accomplished his crime
and the dishonor of Antonia (383-4).
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The act of rape is presented in the most sickening light possible. Not only is Ambrosio forcing himself sexually upon the, at this point, helpless Antonia,
but he is also so wrapped up in himself that he is
physically destroying her. Words like "violence,
"wounded, and "bruised" impart a sense outrage and
injustice when applied towards Antonia, of whom
we are told in our first glimpse that "the delicacy and
elegance of whose figure inspired... the most lively curiosity to view the face to which it belonged. ... Her
figure...was light and airy as that of a Hamadryad"
(Lewis 9). The image of a "Barbarian," large and
hairy, ignoring the "tears, cries, and entreaties," and
"overwhelming the defenses of a "light and airy
Hamadyad" is very powerful; I doubt that Lewis could
have written a rape scene which aroused more disgust and outrage than the one he did. Indeed, "from
the moment of its publication, The Monk scandalized readers with its sexual explicitness and its scenes
of virtue violated" (Williams 115).
The horror of the incestuous rape is restated a
final time at the end of the novel by Satan himself. A
good rule of thumb is that if Satan finds you morally
reprehensible (much as if the Marquis de Sade feels
"apparently analloyed admiration" [Williams 115] for
your work, as he was reported to have for The Monk),
it is a good indication that you have done, to use a
colloquialism, some pretty sick shit. Satan tells
Ambrosio that "hell boasts no miscreant more guilty
than yourself" (Lewis 439). Old Scratch then reveals that Elvira was his mother and Antonia his sister; it only takes another quick look at diction to reveal the absolute depths to which Ambrosio has aspired (remember that this is the DEVIL, the Prince
of Darkness, talking here, not someone's grandmother). Words like "abandoned Hypocrite, "inhuman Patricide, and "incestuous Ravisher" (Lewis 430)
are loaded upon Ambrosio. He is accused, in addition to murder, incest and rape, which are taken for
granted, of "vanity, "pride, and "blind idolatry," (430),
all sins in the eyes of Christian doctrine. As a final
thought, Lewis's painting of Ambrosio's myriad sins
could possibly be seen as a revolt, a "transgression,"
against the "oppressive regime of the Catholic
Church" (Bruhm 130), making Lewis, himself "at
least a latent homosexual" (Williams 115), a sort of
"Gothic terrorist" (Winter 29) who employed both
"the terror of power [and] the power of terrorism"
(Winter 18) in his attack on Catholicism.

One of the most critically praised elements of
The Monkjs the frame tale of the Bleeding Nun, an
aspect which was suggested in class as possibly the
central element of the novel based on its position as
the deepest "story within a story" in the novel. The
Bleeding Nun can be seen as a double for several characters in The Monk, most importantly Ambrosio, and
as such I would assert that, when also examined from
its position as the inner-most frame story, it could
possibly be seen as Lewis's final comment upon the
novel. Beatrice de las Cisternas (a.k.a. the Bleeding
Nun) joined a convent early in life at the insistence
of her parent. From this point, her story is basically
a retelling of Ambrosio's:
She was then too young to regret the pleasures, of which her profession
deprived
her: But no sooner did her warm and voluptuous character begin to be developed, than
did She abandon herself freely to the impulse
of her passions, and seized the first opportunity to procure their gratification. This opportunity was at length presented, after many
obstacles which only added force to her desires (Lewis 173).
This "gratification" was followed by an elopement and the beginnings of a life of "most unbridled
debauchery" in which she "display(ed) the incontinence of a Prositute" and "professed herself an Atheist" (Lewis 173). Then comes our interest in the story:
"possessed of a character so depraved, She did not
long confine her affections to one object. Soon after
her arrival at the Castle, the Baron's younger Brother
attracted her notice" (174). The Brother, Otto, persuaded Beatrice to kill his brother, her lover, in exchange for his affection; once again, the action of
the Gothic narrative recalls Hamlet. We are told
that "the Wretch consented to this horrible agreement" (174); but instead of marrying her as he had
promised, Otto used the same knife which she used
to kill her lover to kill her.
This story obviously parallels Ambrosio's (He
took his vows before he knew better, grew lustful,
consummated his lust at first opportunity, became
enamored in an incestuous way, was helped and
prompted to consummate that lust, killed someone
with a knife, and was finally killed himself by the
person who prompted him); and it contains several
comments upon the nature of incest according to
Lewis, and possibly, according to the early Gothic
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genre, which I think bear stating (or repeating, at
least). First, whenever a someone becomes involved
in an incestuous relationship, that person is doomed.
But secondly, and of paramount importance, I would
assert that the presence of incest in at least these two
Gothic novels displays the ultimate power of the
Christian (or Catholic) Church. Beatrice cannot
"rest" until she has come back to God, in the symbolic gesture of the Christian burial in her family's
tomb. She also requires that "thirty masses be said
for the repose of my Spirit, and I trouble the world
no more" (Lewis 172). Manfred, in the end, "took
on ... the habit of religion in the neighboring convents" (Walpole 115). And Ambrosio, having in the
end utterly renounced God by selling his soul to Sa-

tan in return for his escape, is thrown from a mountain-top by the same Satan, left alive where he falls so
that the birds, animals and bugs may pick his body
apart while he still breathes.
With this final image of horror, it is obvious
that the convention of incest within the Gothic genre
was used for the most part to invoke disgust and abhorrence, and to signal the downfall of any who become involved in it. While only early Gothic novels
were examined herein, this sentiment holds true in
later Gothic works as well: Darl ends up in an asylum only after noticing that his sister's "wet dress
shapes ... those mammalian ludicrosities which are
the horizons and the valleys of the earth" (Faulkner
150), i.e. that Dewey Dell has a nice rack.
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"MY LIFE UPON HER FAITH": LOVE RELATIONSHIPS AND CUCKOLDRY

IN OTHELLO AND MUCH ADO
BY ELIZABETH FALCONER '00
Love relationships and marriage during the
Renaissance boasted very specific social roles for both
males and females. Ideal Renaissance men and
women were required to obey distinct codes of conduct; these codes, once translated into marriage treatises, pervaded marriages of the day (Vaughan 76).
Females were expected to be silent, chaste, and obedient figures of society. This image carried over into
female marriage roles, as wives were trusted to faithfully obey their husbands. Males were chiefly concerned with their honor and reputation in society;
that is, a husband was expected to retain control of
his wife. If he could not, and she was unfaithful to
him, then he was deemed a cuckold. Renaissance
men feared cuckoldry, for it labeled women as whores,
men as victims, and was viewed as a mockery of male
virility (Kahn 122). Shakespeare commented on this
pervasive Renaissance male fear and its impact on
marriage in several plays. The relationship between
Othello and Desdemona in Othello and that between
Claudio and Hero in Much Ado About Nothing each
illustrate male vulnerability to such a fear through
Renaissance notions of female sexuality, as well as the
ironic partnership of cuckoldry and the dependence
of women's lives on the faith of their husbands.
According to Coppe'lia Kahn, cuckoldry was
thought to be derived from three central attitudes
toward Renaissance love relationships (121). Misogyny, the first of the beliefs, presumed that all
women were licentious and wayward. The second
belief was termed "double standard;" that is, infidelity was acceptable for men, but inexcusable for
women. The final belief was called "patriarchal marriage." This basically involved male domination of
marriage and female status as property. When a
woman was unfaithful to her husband, the value of
his property rapidly deteriorated. In such a situation, a role reversal took place, converting the man
to victim and the woman to the center of the action.
This woman would be the first to be blamed, not her
lover. She would suffer condemnation, while her lover

would simply endure mere disapproval from the community. Strangely enough, cuckolds, the true victims of the events, were brought more humiliation
than were either of the adulterers. This is due in part
to Renaissance masculine ideals, which implied that
a woman's fidelity is a symbol of her husband's virility (Kahn 121).
Cuckoldry was represented in literature through
symbolic horns. These horns were both a phallic symbol and a representation of male virility. A woman
leading her husband by the horns was symbolic of
the man allowing his virility to be manipulated by
his wife. Of course, according to Renaissance masculine identity, this idea was completely unacceptable, for it shifted the dominance from husband to
wife. Men had three defenses against cuckoldry. The
Renaissance man would either deny the existence of
cuckoldry by objectifying women, expect female infidelity due to misogyny, or change the commonly
outcast cuckold into a phallic symbol through horn
imagery (Neely 141). These defenses allowed men
to experience cuckoldry as a male bond, and to view
marriage as a community of potential cuckolds.
In Othello, the plot revolves around the marriage of Othello and Desdemona. However, this
marriage is one lacking in trust, as well as even personal intimacy, for Othello and Desdemona really
know very little about each other. The relationship
between the two is based solely on the tales Othello
has shared with Desdemona: "She loved me for the
dangers I had passed / And I loved her that she did
pity them" (I.iii.167-8). The foundation of their
marriage is composed totally of Othello's own life,
which exhibits the self-centered qualities of Othello's
love for Desdemona (Elliot 63). This lack of personal knowledge later manifests itself within the
marriage as a lack of trust. According to Gerald
Bentley, "romantic ignorance often paves the way for
deception" (1019).
As Renaissance ideals, Othello and Desdemona
both accept and reject established codes of conduct.
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Othello has been described as "ideally calm, reasonable, and rooted in a sense of legitimacy" (French
204). However, he rejects masculine ideals by wedding a much younger bride of a different social class
(Vaughan 75). Renaissance men were supposed to
be at most four to five years older than their wives.
Othello is an alien in Venice, both racially and socially. He is completely unacquainted with
Desdemona's world, and is highly vulnerable to lago's
deceit for that very reason. Othello can easily see the
prejudice of Venice, but is blind to Desdemona's rejection of this prejudice. However unlike today,
Renaissance society would not have sympathized with
Othello's position in a racist society. Michael D.
Bristol concludes that Othello and Desdemona's
marriage would have been seen as "an absurdly mutual attraction between a beautiful woman and a
funny monster" (4). As a soldier, Othello is successful and respected, however his knowledge outside of
military situations is limited ("Othello" 1990). This
lack of societal familiarity pervades his consciousness,
allowing lago to manipulate Othello's jealousy.
Desdemona rejects ideal feminine identity in
her outspokenness. Betraying her father, Desdemona
demonstrates her reluctance to submit to male authority (Vaughan 75).
However once married,
Desdemona surrenders to the typical submissive characteristics of the Renaissance wife. She is obedient
as a wife and exhibits a transcendent love for her
husband. This unconditional love is evident in her
dying words: "Nobody; I myself...Commend me to
my kind lord" (V.ii. 125-6). In that statement,
Desdemona is not submitting to Othello's physical
ability to harm her, and not to his status as her husband, but to her true love for him (Calderwood 36).
Even in her death, Desdemona does not blame her
husband for the murder. This exhibits her steadfast
love for the Moor.
Desdemona starts out as a perfect woman in
Othello's feeling. When the couple defends their love
to the court, Brabantio warns Othello: "Look to her,
Moor, if thou hast eyes to see: / She has deceived her
father, and may thee" (I.iii.292-3). Though previously idealized in Othello's mind, Desdemona's
image is tarnished even by the thought of
Desdemona's possible deception (French 210). Nevertheless, Othello replies confidently, "My life upon
her faith" (I.iii.294). In tragic irony, however, it will
be Desdemona's life that depends on the faith of her
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husband (Kastan 122).
To Othello, there are two types of women: "superhuman, totally virtuous" and "a dissembler, a deceiver, because of sexuality; she is thus subhuman,
bestial, capable of any degradation" (French 211).
Desdemona shifts from one image to the other, then
back to "superhuman" again after her murder.
Othello's growing jealousy results from this shift from
"superhuman" to "subhuman" instigated by lago. As
an outsider in Desdemona's world, Othello is particularly vulnerable to lago's influence. When presented with lago's vulgar images of Desdemona's sexuality, Othello immediately mistrusts his wife. In contrast, Othello's trust in his Ancient never wavers. This
betrayal of Desdemona in favor of lago is due both
to lago's status as a venerable friend, and the fact that
Othello does not even really know Desdemona. She
is as unfamiliar to him as Venice is.
Strangely, however, Othello seems naive in his
mistrust of his wife. Just as Othello knows lago as an
old friend, he should also know that lago has a vulgar mind, and that he should not necessarily believe
the lusty charges he brings against Desdemona. Further, Othello had previously staked his own life on
his wife's fidelity, but when presented with lago's ideas,
he cannot even defend her from the obscene accusations (Gerard 13). Because of his rash nature, the
Moor tends to act suddenly and powerfully in most
situations, which may be due to his military background. When Othello trusts, that trust is unfailing.
However, his instantaneous actions are based on lago's
unquestioned evil, and the truth is not understood
by Othello until it is too late ("Othello: Selected
Criticism" 1966a). Along with his rash nature,
Othello's imagination plays a great role in his actions.
He is able to imagine Desdemona's falsity, but not
her innocence or lago's dishonesty ("Othello: Selected Criticism" 1966a). The fact that his trust in
lago never sways, and that he assumes Desdemona's
guilt points back to the pervasive male notion of
misogyny. The existence of this idea in Othello's consciousness causes his actions to be rather impulsive.
He is in a sense expecting Desdemona to be false,
and when presented with the possibility, immediately
accepts this idea as a truth.
Othello's fear of cuckoldry is unleashed as lago's
accusations continue. lago, perhaps helping to bring
this fear to the surface, calls cuckoldry:
the green-eyed monster, which doth mock
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The meat it feeds on. That cuckold lives in bliss
Who, certain of his fate, loves not his wronger.
(III.iii.166-168)
From here, Othello begins to doubt that
Desdemona could ever love him: "And yet, how nature erring from itself-" (III.iii.227). He later speaks
of cuckoldry as if it is an unavoidable fate:
'Tis destiny unshunnable, like death.
Even then this forked plague is fated to us
When we do quicken. (III.iii.275-7)
Finally, Othello makes a reference to the symbolic horns of cuckoldry: "I have a pain upon my
forehead, here" (III.iii.284). Othello's rage at the
thought of being cuckolded builds until he reaches a
kind of murderous hatred. He exclaims, "I will chop
her into messes! Cuckold me!" (IV.i.196).
Desdemona, however, holds onto her idealistic
image of Othello. She states: "God me such usage
send, / Not to pick bad from bad, but by bad mend"
(IV.iii. 103-4). Desdemona feels that within a marriage, to hurt the other person in retaliation for what
they have done to you is immoral, but to overlook
this "right" to revenge is a form of charity, benefiting
both yourself and your spouse (Adamson 239). A
sharp contrast is visible between Othello's extreme
rage and jealousy, and Desdemona's meek naivete.
She asks Emilia for confirmation "that there be
women do abuse their husbands / In such gross kind?"
(IV.iii.60-1). While Desdemona can hardly believe
that such women exist, her husband is convinced of
her guilt and is plotting his violent revenge.
The murder of Desdemona is a direct result of
the nature of Othello and Desdemona's marriage, and
Renaissance male fear of cuckoldry. The displaced
trust from the relationship is missing due to the lack
of intimate knowledge between Othello and
Desdemona. Othello's threatened feelings stem from
his fear of misogyny, as well as from his own lacking
self-esteem in doubting Desdemona's love for him.
The extremity of Othello's fear allows him to evolve
into the jealous murderer that kills Desdemona.
Similar to Othello and Desdemonas marriage
is the relationship between Claudio and Hero in Much
Ado About Nothing. These two really lack any knowledge of each other. Claudio falls in love with Hero
as an idealized, remote object (Neely 143). He refers
to Hero as "the sweetest lady that ever I looked on"
(I.i. 166-7). However like Othello, Claudio is a brave
soldier who is completely lacking in knowledge of
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women. He has to have Don Pedro woo Hero for
him instead of winning her for himself. Claudio's
basic image of women stems from medieval notions
of female excellence; namely that a chaste woman is
a virtuous woman ("Much Ado About Nothing:
Comment" 1966a). Also similar to Othello, Claudio
is extremely vulnerable to warnings of cuckoldry from
Benedick and Don John (Friedman 237). These
warnings later increase Claudio's capability for believing Hero's infidelity.
Claudio is the conventional Renaissance man,
and has been described along with Don Pedro as
"stand [ing] on ceremony, rule, and right" (French
127). Claudio exhibits his masculine identity by inquiring about Hero's dowry. He asks whether or not
Hero has a brother because it is proper Renaissance
procedure to investigate such subjects (Bennett 275).
Claudio is not a wealthy man, and marriage could
often be a financial stepping-stone for Renaissance
men (McEachern 275). In addition to this, Claudio
shows his ideal masculine identity in his rejection of
Hero in the church scene. He refuses her because of
his image of her infidelity, and to marry her would
stain his honor:
There, Leonato, take her back again.
Give not this rotten orange to your friend.
She's but the sign and semblance of her honor.
(W.i.29-31)
Hero has lost her sexual purity here, and in
Claudio's eyes, it follows that she has lost all of her
other virtues, including her intellectual purity. She
has become a "rotten orange." Anthony J. Lewis explains that "Claudio.. .sees only with his eyes, not with
his reason" (58). The same could be said about
Othello, as both men are convinced by visual proof.
In order to preserve his social honor, Claudio can no
longer marry the unchaste Hero. Therefore, he rejects her at the altar.
Claudio is also a very impulsive character, which
leads to his refusal of Hero during the wedding scene.
Earlier in the play during Don Pedro's wooing of
Hero, Claudio was quick to believe that Don Pedro
and Hero were both betraying him and that Don
Pedro was wooing Hero for himself. This impulsive
attitude carries into the church scene, during which
Claudio denounces Hero publicly for her alleged infidelity. This episode correlates to Othello's instantaneous distrust of Desdemona. Both men have spontaneous and explosive natures. Finally, Claudio's
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quick agreement to blindly marry Hero's cousin even
"were she an Ethiope" bolsters this impulsiveness
("Much Ado About Nothing: Comment 1966a).
Just as Claudio is the ideal Renaissance man,
Hero is the conventional Renaissance woman, yielding and submissive. "[Hero] is mostly a docile participant in an arranged marriage" ("Much Ado About
Nothing" 1990). Hero is described by Carol Cook
as "meek, self-efFacing, vulnerable, obedient, seen and
not heard, she is a face without a voice" (91). These
qualities are apparent in Hero's silence. She never
fully expresses her love for Claudio, and the one time
she speaks of him endearingly is in a complement to
Benedick: "He is the only man of Italy / Always excepted my dear Claudio" (III.i.92-3). Her silence,
obedience, and modesty make Hero the ideal Renaissance wife (Neely 144). However, Hero's silence restricts her as a "non character." Carol Hansen comments that: "Indeed, the character of Hero is seen as
puppet-like, popping up at the end like a doll who
had been temporarily dismissed" (55).
Claudio possesses two images of Hero. The
first is a nonsexual, not threatening, fraternal love,
The second is a lustful beauty that deceives men.
These two images may be associated with Othello's
images of the "superhuman" and "subhuman"
Desdemona. Like those of Othello, Claudio's perceptions of Hero change from nonsexual to lustful at
the altar, and then back to nonsexual after her alleged death.
Claudio's anxiety, influenced by Benedick and
Don John's warnings, is released at the altar scene,
As Renaissance male code required male dominance,
cuckoldry reversed this to make men the victims and
women the active participants. Thus, cuckoldry was
a direct violation of Renaissance male honor. Additionally, Hero was to be Claudio's property after the
marriage, so he felt as though Hero had committed
the ultimate betrayal (Hays 87). Therefore, his great
show of emotion at the church scene is due to his
male fear of cuckoldry.
Further, Claudio's belief of Don John's and
Borachio's lies is much like Othello's acceptance of
lago's accusations. Both men were harboring notions
of misogyny in their minds prior to the allegations
brought against the women, and therefore both men
reject the women. This rejection is never questioned
by Claudio, even after Hero's death. He insists that
he "sinned not but in mistaking" (V.i.261-2). Thus,

male influence persists despite Hero's death. Claudio's
words at the tomb symbolize this male dominance
and female silence (Cook 197).
With his final marriage at the play's conclusion,
Claudio finally "enters the brotherhood of cuckolds"
(Friedman 243). Old order is restored in new terms
as Hero is unveiled to Claudio, finally purged of her
unchaste accusations. These new terms consist of
Claudio's recognition of Hero as a truly chaste, silent, and obedient woman.
The fear of cuckoldry was pervasive in Renaissance marriage, and was represented by Shakespeare
in various manners. Othello illustrates this fear tragically through the death of the honest Desdemona,
while Much Ado About Nothing portrays this fear in a
comic manner. The fact that Hero does not actually
die allows the cuckoldry theme to be communicated
in a lighter way than that of Othello. These plays
depicted cuckoldry in two different lights, but the
consequences of even the threat of cuckoldry were
equally severe in both cases. Perhaps the extremity
of the male response in these situations could be attributed to the common notions of feminine ideology, misogyny, double standard, and patriarchal marriage. Males, aware that many women were lustful
and deceitful, were apprehensive in their marriages.
As wives were seen as property, these men would grow
concerned about keeping their property under control. Consequently, male sensitivity was greatly
heightened. Increased feelings of threat followed
closely hereafter. The fear felt by these men is clearly
illustrated in Othello's and Claudio's impulsive reactions to even slight implications of feminine infidelity.
This common Renaissance male fear was also
easily derived from the nature of marriage at the time,
Many marriages were based on money or were arranged, which allowed for a lack of trust and personal intimacy within relationships. When husband
and wife hardly knew each other, there could be no
solid foundation of trust in the relationship. This
lacking trust between Othello and Desdemona ended
tragically, while that between Claudio and Hero
ended happily. However, putting Hero's alleged death
into consideration, the lives of both these women were
contingent on the faith of their husbands. An irony
persists between cuckoldry and men's faith, for as
cuckoldry hinged on a wife's sexual faithfulness to
her husband, wives depended on their husbands re-
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taining faith in them to be honest. Unfortunately, was often impossible to achieve, and males continbecause of Renaissance marriage roles and the conse- ued to fear cuckoldry and accept misogyny,
quential lack of trust in many relationships, this faith
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TENURE IN CONTEMPORARY HIGHER EDUCATION:
PROTECTING ACADEMIC FREEDOM OR PROMOTING ACADEMIC
NEGLIGENCE?
BY ANDREW MURPHY '98
Critics argue that "fundamentally ... [tenure
The politics of academic tenure is an issue
which, in the 1990s, is working its way into the con- practices] served to concentrate power within instiscious of the academic mind. Its significance stems tutions in the hands of the [already] tenured faculty,
from the fact that the tenure process, and the result- which collectively and virtually independently coning decisions, affects not only educators, but also stu- trolled the award of tenure, not infrequently to ends
dents, university communities, and society at large. contradictory to the ostensibly claimed protection of
According to one junior professor, "tenure, at its in- academic freedom in the search for truth" (Dresch
ception, was meant to protect the academic freedom 68). This concentration of power allows those select
of university teachers" (Epstien 43). We must ask few with tenure to control who has, and does not
today, however, in the midst of many tenure-related have, a voice within academic institutions. Such a
disputes and discussions in the popular and schol- state would not even present a major problem if the
arly media, just how valid tenure is in today's educa- group of tenured individuals were representative of
tional system and, more importantly, what positions the teaching faculty as a whole—with proportional
institutions of higher learning should take on related numbers of women and minority groups—or of the
student population. This, however, is not the case,
issues in the future.
as the majority of those holding tenure are older white
Those in favor of the practice claim that
Academic tenure has been justified historically males—a group which many refer to as the "old boy
by the ostensible necessity of protecting "aca- network." As Journalism Scholar Larissa Grunig
demic freedom." In particular, it was argued states, "With more women faculty members now than
to be necessary, purportedly in the interest of ever before, this situation of women encountering
the unfettered search for knowledge and truth, special difficulties in shattering the glass ceiling of
to protect the faculty member and, perhaps academia has major implications" (93). Also of conmore importantly, the employing institution cern is the "lack of women who are tenured or who
from attack by partisan or parochial political, have attained the rank of full professor" and the "imbalance between female faculty and female students"
social and religious interests. (Dresch 68)
This goal, in and of itself, is an understandably (Grunig 94).
Thus, a main problem with the current tenure
noble pursuit. Tenure is important because it "sesystem
is its effect on the careers of female educators.
cures academic freedom and freedom of speech at
the PC university of the '90s," says Richard Berthold, According to the New York Times Magazine, "In the
an associate professor at the University of New male-run world of American colleges and universiMexico, "I say things in class that would get me fired ties ... 88 percent of presidents, provosts and chanwithout tenure" (Blair 2). Clearly, there is a need for cellors ... 87 percent of full professors, [and] 77 persuch protection in academia, a world based on ideas cent of trustees [are men]" (Matthews 47). While
and knowledge. If the tenure process dealt solely with such statistics may not cause alarm in some, they are
these issues, it would unquestioningly remain a ben- simply not consistent with to the number of women
eficial practice. The tenure process is an intricate in the work force or in academic institutions. Acand complicated one, however, and one which does cording to Psychology Today, "unemployment rates for
much more than merely protect the rights of educa- women with Ph.D.s are two to five times high than
for men ... [and] Even if women do get an academic
tors as a whole.
Andrew Murphy is a senior English (literature) and communication double major from Columbus, Ohio. He is a
past winner of the Robert T. Wilson Award for Scholarly writing and a former editor o/The Bullsheet, He also
works at the Reading and Writing Center in the LRC.
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job, they are likely to be assigned a lower rank and
salary than their male counterparts" (McLeod 14).
This assertion is supported by an experiment in which
"heads of departments were sent identical resumes
with either a male or female name. The 'male name'
applicants were judged as meriting the rank of associate professor, while the same resumes from 'female'
applicants caused them to be rated as suitable for the
lower rank of assistant professor" (McLeod 14).
Though such an isolated experiment could be considered unrepresentative of academia as a whole, published evidence suggests otherwise.
According to an article in Journalism Quarterly:
The older men who make [tenure and promotion] choices still don't feel comfortable
with women. This is not considered overt discrimination; it is usually very subtle and often unconscious: those doing the choosing
would never consider themselves to be discriminating against women. They are simply
following their customary way of choosing
people. (Grunig 97)
Whatever their intention, however, the result
is a severe shortage of women faculty members in
tenured positions across the country. "The more
prestigious the institution, the fewer women there
are," says Anthony DePalma of the New York Times,
"And the higher the rank, the lower the likelihood
that a woman will hold it. Thus, women make up
only 11.6 % of full professors nationwide and have
made their greatest inroads at community colleges,
where the pay is lowest" (DePalma). These trends
are especially prevalent in the hard sciences where,
according to Science magazine:
The number of women getting Ph.D.s has
grown in almost every field of science and
engineering: the total is up from 21% in 1979
to 28% in 1989. But not enough of those new
Ph.D.s are making it all the way to tenured
jobs in universities and colleges. In 1979, according to National Science Foundation figures, women held 5% of all tenured positions.
By 1989, the figure had risen—but only to
7% ... Yet because the criteria for tenure are
flexible—and often subjective—it is an area
where women can be easily discriminated
against, sometimes for subtle reasons." (Gibbons 1386)
In addition to establishing a systematic inequal-

Andrew Murphy
ity between male and female professors, tenure has
also inhibited research in women's studies and feminism because junior faculty women are encouraged
to avoid publishing in these areas for fear of being
denied tenure. One senior scholar in feminist studies at Stanford "frequently urged younger colleagues
to 'play the game' and not publish on women until
their careers were assured" (Sternhell 95). Such advice is validated by examples of women being denied
tenure because of their focus on women's issues.
Stanford's Estele Freedman was told she did not receive tenure because her "teaching and scholarship
were too narrowly focused on women" (Sternhell 967), and Diana Paul, a Chinese Buddhism scholar, was
denied tenure because her book, Women in Buddhism,
caused the university to claim she belonged in
women's studies, not religious studies (Sternhell 97).
Though the cases involving these women are
both shocking and disturbing, they are not isolated
incidents. Columbia University serves as a first example. Carolyn Heilbrun, "The 66-year-old professor of English, holder of an endowed chair, past president of the Modern Language Association, a leading
feminist literary scholar and, not incidentally, the elusive mystery writer known as Amanda Cross"
(Matthews 47), left Columbia early out of disgust
over the university's treatment of women and feminist issues. "When I spoke up for women's issues, I
was made to feel unwelcome in my own department,"
says Heilbrun, "kept off crucial committees, ridiculed,
ignored" (Matthews 47). Some of the problems that
led to her departure include the fact that one of her
male collegues, whose experience, teaching, and research are comparable to Heilbrun's, "occupies a suite,
complete with fax, computer system and two assistants [while] Heilbrun spent her tenure in a standard
faculty office, licking her own stamps" (Matthews 72),
and that, according to her department chair, in a recent tenure season, out of a "white man doing
Shakespeare, [a] white woman doing feminist perspectives on the novel and [a] black man in AfricanAmerican poetry and gender studies" (72), "All received lifetime employment offers except the feminist—the third time in six years a feminist scholar
backed by Heilbrun was kept off Columbia's faculty"
(72). Heilbrun's other concerns are that, "Over the
last 20 years, two or three men have been tenured for
every woman" (72), and that "[The Columbia] tenure committee had not a single woman on it and in
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[her] experience confidentiality [in the selection process] means complicity, useful chiefly for protecting
old-boy secrets" (72).
Another example comes from the University of
Wisconsin. "Ceil M. Pillsbury was disappointed
when, in 1989, she was denied tenure at the
[University's] business school. The accounting professor had won an award for outstanding teaching,
and her research had been published in one of the
top journals in her field" (Bongiorno 40). This problem is common in business schools around the country, where "Only 8% of the tenured faculty at Business Week's Top 20 business schools are women, and
at several prominent B-schools, including those at
Dartmouth College and Washington University, not
one woman is tenured" (40). According to a professor at the University of Virginia's School of Business,
"The system is controlled by people who have been
in the club for many years, mostly white men" (40).
Discouragingly, these problems are not unique
to American Universities. In 1993, faculty at Oxford University in the United Kingdom voted "to
block the creation of about 15 new posts with the
rank of professor—a title that, in Britain, is reserved
for only the very top tier of academic staff. The reason: few, if any, women were expected to be among
the faculty members to win a promotion" (Aldhous
1231). Neither is Oxford alone in the UK, where
"Only 4.9% of... university professors are female and
they are paid, on average, $2,300 a year less than their
male colleagues" (1231).
Perhaps the most disturbing part of the tenure
controversy is the notion that the cause of such problems is so deeply-rooted in society that it is not even
noticed is. In an article in Ms. magazine, the husband of a woman denied tenure describes an incident at one unidentified liberal arts institution:
a string of white males had been voted into
tenured professorships just before my wife's
candidacy. Most had not written as much, nor
inspired the same praise from specialists
around the nation. None of their writings had
been subjected to the detailed scrutiny—footnote by footnote—given her latest manuscript.
Not one of the male candidates had aroused
the degree of anger and bitterness that characterized her tenure review." (Reich 32)
He claims that sexism is something present even
in "liberal, intellectual, university communities]"
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because the men on tenure committees have "standards [that] assume that [women have] had the same
formative intellectual experience as they, and [have]
come to view the modes and purposes of scholarship
as they do" (Reich 32).
Such concerns warrant an examination of the
process by which a college educator earns tenure.
Most schools, according to U: The National College
Magazine,
follow traditional guidelines. After five or six
years, the tenure candidate goes through a series of evaluations—by the department, a
schoolwide committee, a dean or provost, the
president and finally the trustees ... When
evaluating teachers, most colleges and universities balance the teacher's performance in the
classroom with the quality and quantity of
research projects and service to the community. Once tenure is granted, a university must
demonstrate 'adequate cause'—a tedious and
difficult case to prove—to dismiss a professor." (Blair 1)
Accordingly, the tenure criteria of most universities most commonly fall into three broad categories: teaching, research, and service or citizenship.
Teaching, the most cut-and-dried of the three, is commonly based on student course evaluations and interviews and departmental faculty observations. Research, an area which is subject to the evaluating
body's opinion of subject matter, is judged by the
amount and quality of the material written, as well
as the reputation of the medium in which the work
is published. The third criteria, however, is far more
subjective than the others and "is one that always has
to be considered but is only in exceptional cases emphasized. It is a judgment, at least in part, of character; it is also a judgment about willingness to conform to the rules, explicit and implicit, that govern
institutions of higher learning" (Epstein 43). Such
judgments are one of the main reasons tenure decisions often have been accused of unfairness. In the
case of female educators, problems arise when their
research is trivialized by men who use gender-biased
standards of assessment and when their character is
evaluated on a personal, rather than professional,
basis.
Denison University's Faculty Handbook provide a basis for evaluation of the tenure process. When
a professor with a Ph.D. is hired at Denison, he or
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she is given the rank of assistant professor, in either a
tenure or non-tenure track. Those in the tenure track
are evaluated for tenure during their sixth full year of
teaching at the University. The Handbook, issued
by the Provost, claims, "There is no single mold in
which all Denison faculty are cast. We cherish variety. We expect, however, faculty to meet our standards in each of three categories .... In their fulfillment, we look for a pattern of sustained achievement,
and for accomplishments of quality" (3). These three
categories—consistent with the national norms—are
teaching, scholarly activity, and community service,
Evaluation of "Teaching," according to the
handbook, includes:
end-of-course student evaluations and the
analysis and interpretation of these evaluations
by members of the individual's department...
interviews with majors within the department,
letters from students and advisees with whom
the faculty member has worked closely, evaluations from recent alumni, and letters from
peers who have reviewed course materials and
observed the faculty member's teaching performance. (3)
"Scholarly Activity" is judged by looking
for evidence of a lively and imaginative Intellect which is engaged in a continuing, visible,
and substantive commitment to advancing
knowledge, developing understanding and/or
performing in a discipline, field of inquiry, or
art form, (3)
as well as evidence that the faculty member creates for students "opportunities to observe the faculty engaged in scholarship, and when appropriate
to participate with them" (3). Additionally, "All
members of the Denison faculty should periodically
give public evidence of scholarly interests and accomplishments ... sharing work and subjecting it to the
constructive criticism of associates" (3). The candidate will be judged in these areas by "peers at Denison, members of the President's Advisory Board, and
... by scholars outside of Denison" (4).
Finally, "Community Service," though a factor, is considered secondary to teaching and scholarship. This category consists of:
a commitment to the basic objectives of liberal education ... expressed by sharing one's
field with students... exploring areas of learning beyond one's own specialty or discipline

Andrew Murphy
[participating in] curricular development
... University governance ... advising student
organizations... co-curricular activities... [or]
professional organizations. (4)
If the tenure criteria seem complicated, the tenure procedures are even more so. The process—which
is presided over by the Provost—first involves the
gathering of information regarding the individual
being considered. This material, collectively called
the dossier, consists of: the individual faculty
member's statement, a statement by the individual's
department, student evaluations, judgments of colleagues, and examples of the individuals scholarly
achievement (6). The members of the "Advisory
board,"—the composition of which is not explained—read the dossier and then meet to discuss
die candidate. All members have a vote, but the President is allowed to make the final decision. Last, the
Board of Trustees makes the formal approval of all
tenure approvals.
While there are appeal procedures in effect, the
entire process is full of opportunities for personal and
gender-based discrimination. The department, for
example, could consist only of male tenured professors who would evaluate a female candidate negatively. Similarly, the advisory board could consist of
the same, since no specification is made in the handbook of its composition. Lastly, the Provost and/or
the President may also color the judgment with personal bias. Simply stated, if any of these individuals
does not like a particular candidate—for whatever
reason—that individual—despite her or his qualification—will have an almost impossible time securing tenure. Similarly, since the dossier is confidential, a candidate who is less than adequate, but supported by key members of the Advisory board, would
have no trouble earning a lifetime employment offer.
Though Denison is just one of hundreds of
colleges and universities, its tenure procedure is consistent with the national standard. Disheartening as
this may be, however, there are a few cases that offer
some hope for change. One such case occurred at
Vassar College, where Cynthia Fisher, a biology professor, was denied tenure in 1985. In protest she
sued in federal court, and won. The reason behind
the ruling was that, "In the 30 years prior to Fisher's
review ... no married woman at Vassar had been
awarded tenure in the 'hard sciences,' whereas many
married men had" (Kaplan 74). Kaplan claims that
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"[this] victory ... is not merely symbolic ... [because]
Unless overturned by an appeals court, the case is
likely to invite similar suits by other women in education who weren't promoted" (74).
Harvard University provides another example.
Harvard, one of the nations most prestigious universities, has a "pathetic number of tenured women—
one of the nation's worst records" (Hancock 81).
"Nationwide, tenured faculties are on average 23 percent female, but only 11 percent of Harvard's are
women ... In addition, at Harvard most women are
in junior faculty positions—which means that they
will never be considered for tenure" (Hancock 81).
Recently, however, a group of female graduates of
Radcliffe—the women's college which recently
merged with Harvard—is now protesting Harvard's
"unimpressive record of hiring tenured women as faculty members" (Rimer). In doing so, they are effectively campaigning to freeze alumni contributions
until changes are made.
Dr. Phoebe Leboy of the University of Pennsylvania School of Dental Medicine serves as a final
example. Today Leboy is "chairwoman of the dental
school's department of bio chemistry, a faculty member for a quarter of a century and the only female
professor the dental school has ever had" (DePalma).
Leboy's accomplishments do help to put a crack the
glass ceiling of the academic world. She is, however,
alone: "Eight other women are on the 51-member
faculty of the school, but none are full professors"
(DePalma). Leboy's case illustrates just how crucial
it is for universities to change their policies to allow
more women to work their way into top positions.
Her case also illustrates, however, just how likely it is
for successful women to remain alone in their achievements. Such situations are common—in business,
politics, and academia—and are the result of men
promoting women as token symbols, or else promoting specific women who will ally with their personal
agendas and "old boy networks."
This trend becomes all too apparent when one
considers Denison University. While President Myers is a woman in a powerful position, her agenda
places her own career interests over those of women
in the institution. She has strictly aligned herself with
University trustees (most of whom are male) and other
powerful University officials. She avoids scholarship
on women's issues and does not advocate the appointment of talented women to key leadership positions,
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such as Provost or Dean of Students. Instead of attempting to change the male-dominated academic
world—which she is in a perfect position to do—she
concentrates on establishing herself as a part of it,
working not to end the "old boy networks," but instead to create in them a place for herself and her
politics.
Consequently, it is not surprising that Denison—because it has a female president—is no different from many other schools in the country in its
low percentages of tenured women faculty members.
One needs only to consult the faculty departmental
listing in the Denison Directory to confirm this suspicion. Out of 257 total faculty members, 113 are
women. Of this number, however, only 23 percent
have tenure, compared with 58 percent of the men.
When full professorships are isolated, the statistics
become even more alarming. There are 59 full male
professors and only 8 full female professors, meaning the faculty as a whole consists of 23 percent full
male professors and merely 3 percent full female professors. The pie is rounded out with 9 percent associate males, 7 percent associate females, 24 percent
male junior faculty, and 34 percent female junior faculty. While some tenured women faculty do exist,
they are few and far between. Interestingly, many of
these fully-tenured women are also very close with
the University's president and other powerful figures.
While there is no way to prove—without the help of
such individuals and access to confidential salary
records and tenure dossiers—that blatant discrepancies still exist today, many faculty still claim "off the
record" that they do. Though they request that their
names be withheld due to the threat of professional
consequences, they state that biased and sexist practices are still in place—in hiring procedures, tenure
decisions, promotions, and pay increases.
Unfortunately, Denison is not alone in its conservatism. A 1996 article in the New York Times claims
that, in academia, men receive "about 30 percent
more than women" and that "pay differences have
been consistent in the last 15 years" (Honan). This
trend is perhaps the most disheartening, because not
only is it an issue of women securing positions which
they deserve, but also of ensuring that they are compensated adequately and fairly once they get them.
"On every rung of the ladder men earn more than
women, and the gap has actually widened in the last
decade. Male professors earn more to begin with, they
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get high annual raises (in both real dollars and percentage points), and they're more likely to be promoted" (Sternhell 98). At Harvard, for instance,
"male professors earn $93,600 on average while
women of equal rank earn $79,900 on average"
(DePalma). Pay discrepancies remain in academia,
presumably because the individuals and committees
responsible for making tenure decisions frequently
are the same individuals and committees responsible
for determining salaries and pay increases. Consequently, many sexist trends are found, and will continue to be found, until fundamental changes are
made.
Such evidence alone provides a substantial case
for the reevaluation of the tenure system. Sexism,
however, is not the only of tenure's faults. The current system also provides no means of reprimand for
inappropriate behavior. "If a young teacher shows
himself irresponsible in his committee assignments,
if he misses classes owing to drunkenness, if he seduces his young students, if he shows no regard for
the fundamental beliefs of the institution, he could,
theoretically, be faulted ... and hence denied tenure.
With tenure, it occurs to me to add, the same teacher
could today do any of the things mentioned in the
previous sentence and probably keep his job" (Epstein
43). This double standard for tenured and non-tenured professors is simply unacceptable. Demonstration of competence and quality at one point in a
professor's career does not guarantee that these behaviors will continue through retirement. In addi-

Andrew Murphy
tion, tenure inhibits young educators from securing
stable jobs. Even professors who are not productive
can retain their distinguished positions and handsome salaries, while talented younger faculty remain
out in the cold. The redefinition of tenure is needed
because, as one Berkeley administrator put it, "People
can mentally retire at a very early age because tenure
protects them" (Barinaga 1236).
Such examples only add to the case against tenure as an academic institution. Changes need to be
made which will hold educators accountable for their
actions. Academia needs to create a system in which
a professor who does not perform according to expectation is fired, and in which a candidate qualified
for a position is hired, regardless of his or her personal characteristics or political viewpoints. Education is serious business and those involved need to
treat it as such. Unfortunately, changes such as periodic contract reviews and performance-based salary
determination will simply not occur as long as tenure continues to protect the actions, or lack thereof,
of the power-wielders in academia. As one tenured
Denison professor put it, "I could fornicate with barnyard animals in the middle of the academic quad and
there would be nothing the University could do about
it." Such arrogance, and the biased politics which
tenure breeds, does not protect "academic freedom."
Instead, it protects the ability of power-hungry individuals to destroy the principles on which higher
education is based.
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AKIRA KUROSAWA'S HEROES: REBELS, SAINTS AND KILLERS ON THE
SOCIAL FRONT LINE
BY ROBERT LEVINE '00
Akira Kurosawa is Japan's foremost filmmaker.
With his kinetic mastery of the camera, his flawless,
exact cutting, and his unpretentious predilection toward the rousing codes and devices of the West, it is
only appropriate that Kurosawa, in winning first prize
at the 1951 Venice Film Festival for Rashomon, was
the first to breach the isolationist levee surrounding
Japanese cinema and join the ranks of the world's
finest film artisans. He is "one of the few artists to
achieve international communication while at the
same time remaining true to his own highly distinctive and insular national culture" (Mellen 42). Besides acting as the global cinematic ambassador for
the Land of the Rising Sun, Kurosawa, in the twentyeight films that constitute his career, has cultivated
an impressive, unmistakable signature style that has
consistently challenged and enhanced the established
norms of his native cinema and society.
One of the most discernible recurring constituents of Kurosawa's groundbreaking artistic legacy is
his penchant for a certain type of protagonist— a development of and adherence to a specific mold of
hero. Kurosawa often described himself as "the last
of the samurai," and he consistently informs and instills his heroes with the principles of the samurai
warrior, placing particular emphasis on courage, intensity, fortitude, and fealty (Prince 118). Kurosawa
heroes are men of honor distinguished by a physical
and/or spiritual strength. In addition to this "emphasis on individual willpower and physical might,"
Kurosawa adds "an abiding commitment to securing
die basic needs of other human beings" (Prince 118).
However, the Kurosawa heroes are never complete;
they are still unformed and developing as human
beings. They are always "beset by a series of moral,
and often physical traumas, and the narratives study
the progress of the protagonists toward enlightenment" (Prince 48).
In reference to the aforementioned catalogue
of qualities, it seems that the virtues of courage,
strength, determination, and concern for general

welfare are necessary attributes for any fictional embodiment of gallantry, comic book super-hero, medieval knight or otherwise. Should this be the extent
of their assets, few characteristics would exist that
could be considered truly unique to the director's
brand of hero. It is with the addition of one more
regular stylistic ingredient that Kurosawa is able to
fashion his hero into a truly distinct and viable entity: the filmmaker consciously places his protagonists into a diegetic context of social and historical
dynamism.
Each lead character who lives, struggles, and
succeeds under the omnipotent arm of the Creator
Kurosawa finds himself doing so during a time of
sweeping historical change and jarring social upheaval. The Kurosawa hero is a vehicle for involved
perspective; he is both a witness to and a product of
the times in which he lives. The director shapes his
protagonists as ambassadors between two distinct
periods of time and existence, each of which is characterized by definite moral, ethical, and spiritual
norms that, more often than not, lie in direct conflict with each other. The historical disharmony in
the film can be a direct representation of the times in
which it was made or an allegorical narrative using a
period during the past as a model for the current state
of the world. Either way, in a Kurosawa film, the
past and the present do not gently coalesce, and the
hero is challenged to maneuver through this rocky
terrain without relinquishing the wholesome, decent
ideals he knows to be right. By directly entwining
the quest of the heroes with the plight of the times,
Kurosawa employs his protagonists "as explicit role
models for the audience" (Prince 40). Through them,
Kurosawa prescribes his own social and spiritual
agenda for dealing with the transitions of history.
By examining four significant entries in
Kurosawa's filmography, one can trace the line of the
filmmaker's quintessential heroic figure. Each of these
films and their respective primary protagonists constitute an important developmental stage in the

Robert Levine is a sophomore cinema major and English minor. He is currently managing editor o/The Denisonian
and a contributing editor forMoYO as well as the head projectionist for the Denison Film Society.
Articulate • 1998

49

twenty year evolution of the Kurosawa hero, from
his birth, to his consummation, to his eventual satirical subversion. These are Sanshiro Sugata (1943),
Stray Dog (1^49), Ikiru (1952), and Yojimbo (1961).
Sanshiro Sugata is considered Kurosawa's first
film. He had been supervising the creation of feature films for several years beforehand, but it was not
until 1943 that he was given the official title of director. Sanshiro Sugata is the story of the title character, a brash, overly anxious martial arts student who
is edified in a new fighting technique and through it
matures into a noble, out-going human being.
Kurosawa had chosen to "begin his career with a film
about the junction of the old Japan and the new,"
with the cultural changes represented by the conflicts
between two diametrically opposed forms of martial
arts (Desser 63). The revolutionary new technique,
judo, is based upon defense, and contrasts drastically
with the currently prevalent and more strategically
offensive jujitsu.
Immediately in the film, Kurosawa introduces
his heroic convention of an individualist protagonist
set in a time of transition. However, Kurosawa made
Sanshiro Sugata under the auspices of the Japanese
militarist government of that time, and was required
to meet a certain propaganda requirement, which
most likely deterred him from the unsettling social
commentary that would characterize his later works
(Desser 62). Politically and socially tinged narratives
were not allowed due to the wartime environment.
Many of Kurosawa's scripts had already been rejected
for production, and he was only allowed to direct
Sanshiro Sugata because of the safe period quality of
the novel on which it was based (Richie 14). Alas,
Sanshiro Sugata would have to serve less as a work of
social critique and more as an introduction for
Kurosawa's exceptional new cinematic style. As a result, Sanshiro stands as the incipient Kurosawa hero,
a character embryo embodying many of the traits that
would be given greater dimension in later protagonists by the incorporation of more potent social backdrops.
Sanshiro Sugata is set in 1882, "during the Meiji
period, when Western influences were altering the
sense of what it meant to be Japanese" (Prince 39).
In the film, the competition between the established
form of jujitsu and the newly revealed form of judo
"stands for the struggle between the old ways of traditionalism and feudalism and the new ways of com-

petitive individualism" (Desser 63). Sanshiro is certainly a competitive individual; he begins the film by
demanding to be taught jujitsu. Then, upon seeing
his entire clan of mentors embarrassingly thwarted
by a single master of judo, he immediately asks to be
trained in this other technique. The judo master,
named Yano, takes Sanshiro on as a student, and trains
him until his skills are at a peak. Unfortunately, once
his skills are honed, Sanshiro proceeds to flaunt them.
He becomes a show-off, as exhibited in a deftly edited scene in which Sanshiro chases intimidated citizens up and down the town square, tossing wary villagers to the ground with malevolent glee. With this
sequence, Kurosawa is "describing his central character and making clear the vanity and self-interest
that Sanshiro will have to discard in his growth and
pursuit of enlightenment" (Prince 45). Yano is infuriated with the actions of his pupil. He chastises
Sanshiro for abusing the art of judo. "To act as you
do," Yano asks, "without meaning or purpose, to hate
and attack — is that the way of life? No — the way
is loyalty and love.. .only through it can a man face
death." Sanshiro, unreceptive to his teacher's lessons,
insubordinately replies, "I can face death! I am not
afraid to die right now!" He immediately rises, throws
open the sliding door of Yano's home, and, in an
impulsive, impudent display of rebellion, leaps into
a pond below.
The following scene, set under the glimmering
moonlight of a brisk evening, is key to the thematic
outlay of the film. Sanshiro, clinging to an upright
pole in the middle of the water, bears the perilous
chill of the water in a fit of youthful stubbornness.
During this time, his master ignores him, and the
boy, becoming increasingly aware of his immaturity,
is subject to a profound spiritual revelation, which
Kurosawa illustrates semiotically. Sanshiro experiences a "moment of satori," which is essentially "a
discovery of self ... predicated upon attaining the
devotion and humility that ... are the truth of life"
(Prince 50). This scene conveys a primary dilemma
of die Kurosawa hero: "the discovery of self is a lonely
process which no one else can assist, yet a life without devotion to an ideal, and frequently to a teacher,
is a life of selfishness and vanity" (Prince 50). This
type of scene, wherein the key character is removed
from the guidance of others and descries the truth of
his situation through his own volition, would continue to appear in future Kurosawa films, illustrating
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the dynamism of his still unformed protagonist heroes.
The remainder of the film chronicles Sanshiro's
rise to the status of judo champion. Ensuing matches
demonstrate that he has learned to fight with the skill,
restraint, and calmness "of one who has attained enlightenment" (Prince 45). These competitions also
educate Sanshiro toward "the empty and illusory nature of glory" (Prince 50). In Sanshiro's final bout,
an informal challenge from a mysterious opponent
named Higaki, Kurosawa introduces another stylistic feature that arises again in later films: the primary
villain as a foil for the hero. Kurosawa establishes
Higaki as Sanshiro's double "through similar actions
that he has each character repeat" (Prince 48). Higaki
and other examples of the Kurosawa villain are not
"villains" in the traditional sense; they are mirror
images of the hero, similar yet reversed. Both the
hero and the villain are equally steeped in the virtues
and vices of life. The hero sees in the villain, "merely
another man, and he feels compassion" (Ritchie 18).
The opposition between the hero and the villain is a
dialectical tool by which Kurosawa enhances the integrity of his protagonist. This theme will be discussed to a more specific, informative extent regarding Stray Dog.
Upon defeating Higaki, Sanshiro is depicted as
leaving on a train in the company of a woman with
whom he has fallen in love, his days of fighting in
temporary reprieve. Back at Yano's household, the
master and his assistants poke jovial fun at Sanshiro's
newfound maturity. Scenes such as these, bathed in
communal happiness and friendship, are early exceptions to a rule that Kurosawa will later emphasize.
The narrative events of Sanshiro Sugata, because they
lack the incisive social catalysis of Kurosawa's later
films, are for the most part lacking in serious consequence. To quote author Stephen Prince, "Sanshiro
Sugata lacks the socially critical dimension so important in the later films. Those heroes, too, learn discipline and dedication, but unlike them, Sanshiro does
not place these values in the service of socially progressive action" (53). Unlike future Kurosawa heroes, "Sanshiro is permitted to retain his intimate
connections to traditional normative sources: teacher,
family, religion" (Prince 52). Later Kurosawa protagonists will not fare so well.
Stray Dog is a true Kurosawa original, based on
a novel he wrote but never published, about a har-

ried police detective who loses his handgun to a pick
pocket and vows to regain possession of it after the
thief begins killing people (Richie 58). The director
regards the film as one of his least favorite. He calls
it, "too technical. All that technique and not one
thought" (qtd. in Richie 62). This is true to a certain
extent. Stray Dog is highly structured, more of a calculated equation than a contemplative narrative,
which is not exactly a fault for a film of its kind: the
detective-chase-thriller genre. Authors Joseph Anderson and Donald Richie refer to the film as, "probably the best detective picture ever made in Japan"
(186). Along these lines, Stray Dog is extremely notable, and important to the examination within this
paper, for the way it seizes hold of and boldly pursues the character definitions and narrative constructions that its stylistic predecessor, Sanshiro Sugata,
either introduced and lightly asserted or was denied
the chance to explore.
In Stray Dog, the historical flux and social reflexivity that Kurosawa kept minor and suppressed
in Sanshiro Sugata bursts forth with a vengeance; its
presence is known from the get-go. Unlike the previous film, in Stray Dog "the social milieu is an active
part of the film rather than just an exotic background"
(Anderson and Richie 186). The opening credits
dissolve over the lingering close-up of a soiled, panting dog, its tongue lapping restlessly. Already, the
diegetic environment is established; it's broiling hot.
The time is the present, immediately following the
rampant devastation of World War II. Kurosawa
employs "extreme heat ... to show a whole city exhausted, fearful, defenseless ... prostrated by [their]
new carpet-bagger civilization" (Richie 59).' The heat
is ever-present; characters repeatedly wipe beads of
sweat from their brows,-guzzle down water, and vigorously fan themselves. The oppressive heat in Stray
Dog "becomes thematized as a signifier of a world
disjointed by economic collapse and the atomic
threat" (Prince 261). Much like the collective consciousness of America following its defeat in the Vietnam War, the people of Japan find themselves saddled
with a fractured national identity. Stray Dog becomes
"a kind of epic of national reconstruction" (Prince
89). By using the heat of the environment as a thematic signal to constantly grasp the audience's attention, Kurosawa places his social deliberations on the
frontal plane of the film.
Into this inferno of a diegesis comes the hero
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of Stray Dog, the rookie detective Murakami (played
by Toshiro Mufine, Kurosawa's representative screen
stand-in), a determined, yet sensitive and fallible
cherry whose recently completed service in the war
designates him as a direct reactant to the tumultuous
state of his nation. When his pistol is stolen by the
thief at the onset of the story, he is practically debilitated, for the gun is a direct reflection of his status
and being. The robbery is, in effect, a castration
(Burch 296). The loss of the weapon is a loss of position, of manhood, of identity. Without it,
Murakami has "no place in society. He becomes a
stray" (Richie 59). The thief has yanked him down
into the degradation and alienation of the present.
Here, the dilemma of the Kurosawa hero is upgraded
from its inconsequential beginnings. Whereas
Sanshiro occupies "a brightly untroubled world where
the ethic of submissiveness does not...entail a posture appropriate for being economically or politically
exploited," Murakami, and all Kurosawa heroic figures who succeed him, must "confront a corrupt and
predatory social order" (Prince 53). When bullets
from some recent murders are matched with those
from Murakami's gun, the search for retrieval becomes
one of dire importance. Through the gun, the harried detective vicariously inherits the pain of the victims and the guilt of the murders.
Murakami begins his relentless quest to apprehend the homicidal criminal, and in doing so assumes
the mold of the Kurosawa hero. The breakneck haste
and endless dedication with which he pursues the
case becomes an essential quality of the directors hero,
who is "distinguished by his perseverance, by his refusal to be defeated" (Richie 18). To quote author
and critic Donald Richie, "The Kurosawa hero is a
man who continues in the very face of certain defeat" (61). This boundless tenacity is not only a
Kurosawa stamp but also, "a basic cultural trait of
Japan" (Burch 296). This was already evident in
Sanshiro, who refused to be denied the chance to learn
the martial arts. However, it becomes more stated in
Murakami, because it is all he has. Murakami, being
a Kurosawa hero, "refuses to give up even after everybody else is convinced he has already lost. This is the
reason that he is always alone" (Richie 61). Indeed,
Murakami is the first true loner figure in the Kurosawa
oeuvre. He has a mentor (just as Sanshiro did in Yano),
the elder, more experienced section chief Sato (played
by Kurosawa's other screen figure-of-self, Takashi
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Shimura), who aids Murakami in spearheading the
investigation and forces him to keep his impulsive
emotions in check. Because it is Murakami's gun
that is stolen, however, and because the post-war
iconoclasm most directly applies to him, the quest
toward enlightenment is his.
Just as Sanshiro reached safari in the lotus-pond,
Murakami is given his own pure-cinema sequence of
self-realization that isolates him as the film's focal
point. Following a lead, Murakami dresses himself
as a recently returned soldier and goes undercover in
the slums of Ueno and Asakusa, hoping to make contact with a black market gun dealer. For one entire
eight-minute reel, Kurosawa eliminates dialogue and
immerses Murakami in the decrepit back alley ghettoes of post-war Japan (Anderson 340). He stumbles
around, attempting to look displaced. He eats meager meals from vendors, sleeps in a flophouse, and is
even questioned by a fellow officer who does not recognize him (Prince 90). He has become one of the
transparent vagrants, the unidentified nameless strays
that take sad comfort in the social, moral, and ethical void left by the war. It is at this point that
Murakami begins to fully comprehend the situation
of the man who stole his gun, and how little it differs
from his own.
Stray Dog furthers another convention established initially by Kurosawa in Sanshiro Sugata: the
villain as double to the hero. Almost immediately in
the film, the killer, later revealed to be named Yusa,
takes on a symmetrical relation to Murakami: he is
using his gun, his code of identification. Murakami's
excursion through the slums infuses him with sympathy for the utter depravity of Yusa's situation,
though this still does not entirely absolve him in
Murakami's mind. However, once Sato and
Murakami begin questioning Yusa's cohorts and family, the motivations behind the killer's actions become
clearer. Before long, "Murakami not only feels sorry
for Yusa but accountable for him, just as he cannot
escape a similar sense in connection with the suffering of Yusa's victims" (Prince 93). Murakami learns
that, like himself, Yusa was a soldier in the war. Upon
his return to Japan, all his possessions were stolen,
dragging him into despair. Later, Yusa loses his rice
ration card, and only then resorts to robbery and
murder, actions that seem to him to be the only routes
by which he can survive. Murakami feels, "a kinship
to the criminal ... Similar past misfortune produces
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the bond Murakami feels with the thief" (Prince 93).
Their immediate post-war situations were very akin.
If Murakami had been unfortunate enough to have
had his possessions stolen upon returning home, what
might have he have done to survive? Would he have
turned to thievery? Murakami suggests that he himself might have, and it was the possibility of this inclination that made him to decide to become a cop
(Prince 93). Murakami's experience with the war has
taught him "about the power of circumstance to affect behavior," and Yusa becomes the misled
Murakami who was not, but could have been (Prince
93). The similarity between the detective and the
killer becomes more and more striking as the film
proceeds, leading Murakami to question whether
what Yusa has done is truly wrong. The question
lingers unanswered until the final chase sequence,
when Murakami tackles the fleeing Yusa in a grimy
marsh. The two struggle in the mud, which covers
their features until they cannot be told apart. When
Yusa finally relents, the two fall to the ground together, "positioned similarly and framed symmetrically" by Kurosawa (Prince 94). At this point,
Murakami reaffirms his moral standing; he retrieves
his gun and apprehends Yusa. The question of how
far this mirror-image symmetry of character might
go is answered: Murakami maintains the status quo,
arresting Yusa despite his identification with him and
forcing the thief to accept responsibility for his crimes.
With Stray Dog, Kurosawa, "portrays a struggle
to create a viable post-war social ethic" (Prince 89).
Murakami exudes this ethic by foregoing his identification with a murderer to better serve justice. He
demonstrates that, ultimately, "people are not determined by their social conditions but retain a power
of will and action independent of circumstance"
(Prince 95). Yusa is, essentially, not a brother to
Murakami, but an "evil double, a doppelganger,"
whose unlawful actions are "symptomatic of the current social debris," and who himself "represents a
national self crushed and deformed by the war and
its aftermath" (Prince 94). Kurosawa has skillfully
employed the dichotomy between his hero and his
villain double as a framework for the urgent ethical
calling demanded by the social environment of his
pseudo-world.
Ikiru is often considered Kurosawa's masterpiece. It is also the film of which he is most fond
(Mellen 38). The story follows a listless, mechanical

bureaucrat named Watanabe (Takashi Simura again)
who learns of a fatal tumor in his stomach that leaves
him only a year to live. "A year to live" becomes an
ironic statement because, as the film shows, the last
year of his life is the only time he will ever truly live.
A narrator informs the audience early on, over the
languid image of Watanabe stamping papers, that,
"he is like a corpse, and actually he has been dead for
the past twenty-five years." The film is an account
of Watanabe's attempts to justify his existence, to
reach an assured state of eudomonia infused with the
knowledge that he has lived well. Kurosawa had depicted physical and spiritual bouts with disease previously in both Drunken Angel (1945) and The Silent
Duel (1947), though Ikiru remains the ultimate lifeaffirmation and in turn, the most "supreme statement
of Kurosawa's heroic cinema" (Prince 113).
Watanabe is the most dynamic of the Kurosawa
heroes. His transformation in the film from an idle,
paper-shuffling automaton to a resurrected human
being capable of compassion and achievement is so
strikingly documented that the audience does not
doubt Watanabe's humanistic intentions even when
he is not alive for the last half of the movie. The
integrity of his metamorphosis remains intact even
when co-workers, family members and detractors attending his wake shamelessly attempt to skewer the
motivations behind his building a children's playground in a poor area of the city.
The rugged historical transition and social dilemma in Ikiru is centered around the post-war Japanese bureaucracy, of which Watanabe, at least at the
beginning of the film, is the primary representative.
In Ikiru, "the illness of an individual functions as a
metaphor for a more general social and spiritual sickness" (Prince 81). Reforms instigated during the postwar occupation by the West have installed a
circumlocutive, convoluted, and complexly inactive
bureaucracy at the center of Japan's social milieu. This
is yet another predatory social order that has emerged
in the wake of World War II, though it is subtler in
its oppression than the harsh decrepitude seen in Stray
Dog. This new social scheme acts to suppress the
individual under the guise of social philanthropy and
efficacy. In an early sequence, both bitterly funny
and infuriating, a group of concerned housewives approach the Citizen's Section in the hopes of getting
an infected sump in their neighborhood drained and
perhaps converted into a playground. With a long
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series of transitional wipes, Kurosawa shows the workers of each department directing the women from
office to office, avoiding commitment, passing the
buck, until the women land right back where they
started. One of the women's cries that "There is no
democracy here!" refers to the impersonal reforms
that the Occupation has implanted (Prince 103). In
the office where Watanabe has spent his twenty-five
years of service, the diverting run-around has become
company protocol.
When the hero finally decides to take humanitarian action and pursue the construction of the park,
his choice opposes everything the office has primed
itself to do. Watanabe's noble actions are deflected,
distorted, and misconstrued by the people at his wake
because his act of human determination posed a silent subversive threat to the concerns and auspices of
the bureaucracy within which they work. Watanabe's
defiance of the bureaucracy's ideals is indicative of
the Kurosawa hero's obligation to "reject the established coding of human relationships, especially to
the extent that the imperative of sociability works to
nullify the pursuit of individual goals" (Prince 111).
He must, "reject the normative codes offered by established society in order to live in a politically and
socially just manner" (Prince 52). This is the incontestable duty of the hero.
Another component of Watanabe's iconic supremacy over the other heroic Kurosawa protagonists
is his complete embodiment of the "perseverance in
the teeth of adversity" quality that "describes nearly
every one of Kurosawa's main characters" (Burch 296).
Their "masochistic perseverance in the fulfillment of
complex social obligations" finds a startling fruition
in Watanabe (Burch 296). There are many scenes in
the final third of the movie when Watanabe, while
working and picketing for the park, falls to the ground
from exhaustion. It becomes clear that his campaign
to build the playground is the only thing keeping
him alive. In a scene late in the movie, Watanabe is
walking through the construction site of the playground. He stumbles, and the women of the neighborhood help him to his feet and bring water.
Kurosawa then cuts in to a close-up of the hero's face.
In drinking the water from the ladle, the sun reflects
off the liquid and projects gleaming ripples on the
wrinkled skin under his eyes. It is a wonderful moment that perfectly manifests Watanabe's weary dedication, his persistence of vision, as the vehicles con-
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structing his park and fulfilling his conception roar
in the background.
Unfortunately, besides being the most fervently
dedicated and teleologically successful of the
Kurosawa heroes, Watanabe is also the most alone.
Unlike Sanshiro and Murakami, he is "shorn of the
support of families and loved ones or the defining
identities offered by the corporation of the state"
(Prince 52). An early montage sequence follows the
protagonist's diagnosis, consisting of a series of flashbacks featuring Watanabe and his son, Mitsuo. One
shows Watanabe and the infant Mitsuo driving to
the funeral of Watanabe's first wife. Another shows
Watanabe's disappointment as a teenage Mitsuo is
tagged out during a baseball game. Another shows
Watanabe calming his son before an appendectomy,
then leaving his side to go to work. The last is at a
train station, as Mitsuo is taken away to fight in the
war. The flashbacks all exhibit moments of departure and abandonment, of "separations and emotional
failure" (Prince 105). They reflect back to and maintain Watanabe's current estrangement from his son,
a tragic consequence of his fruitless dedication to his
aimless work.
The father and son are so alienated from each
other's lives that Watanabe cannot bring himself to
tell Mitsuo of his disease. Upon learning of his impending demise, Watanabe approaches his son for
support, only to overhear Mitsuo and his greedy wife
discussing their right to his inheritance. It dawns on
Watanabe that he cannot embrace his son as the justification for his existence. There is nothing between
them. By the end of the film, Watanabe states, "I
have no son." His endeavor to legitimize his life must
be a solitary one, without the accompaniment of his
family, outside the designations of his work place,
and most importantly, inside himself. Watanabe develops as a hero "by separating from [his son, his son's
wife, and his co-workers], rebelling against, and rejecting the institutional frameworks of modern Japanese society, that is, the family and the company"
(Prince 107). Watanabe discovers this truth at an
upscale restaurant, where several young waitresses are
preparing a birthday celebration. In an astute use of
vertical montage, Kurosawa juxtaposes the crowd's
singing of "Happy Birthday" with Watanabe's
epiphany. It is his final rebirth. He becomes an entirely autonomous figure, a bastion of the individuality for which Kurosawa shows such a profound ap-
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preciation. For, "in arguing for the autonomous self
as positive value in postwar Japan, Kurosawa overturns, and in a sense reverses, centuries of tradition
in which an individual's range of choice was consumed and ... determined by the ties of family, class,
and clan" (Prince 97). Watanabe is a pioneer, a moral
trailblazer, and a model for the change in attitudes
and outlooks of the audience as they traverse the radically different post-war world.
Yojimbo begins during a time of similar capsized traditions. An opening title informs the audience that the story is set in the late Tokugawa era, a
time "when a rising business class threatened the logic
of existing social relations as the economy shifted to
money not rice, and to the ties mediated by the exchange of commodities and the rationalizations of
profit, not personal allegiance and obligations" (Prince
222). In Yojimbo, "Kurosawa discovers Japan through
critical moments of transition in Japanese history
when decaying values have lost their universal acceptances and new modes have neither clearly emerged
nor fully displaced the old" (Mellen 39). Into the
frame, in an over-the-shoulder, telephoto close-up,
marches a samurai, Sanjuro (Toshiro Mifune). He is
out of a job, because the ushering in of the new business era has been accompanied by a disintegration of
the feudal structures under which the samurai thrived,
He walks into a town split by two warring factions,
one owned by a sake merchant, the other by a silk
trader, each with their own respective gang of murderous thugs. For seemingly arbitrary reasons and
minute financial gain, the cunning samurai hires himself out to both gangs, playing both sides against the
middle, until both families are entirely wiped out.
The film is, irrefutably, a parable for the rise of
capitalism, for the year it was made, 1963, marked
the time when Japan was changing from an agriculturally-oriented economy to an industrial one (Desser
99). The war-ridden town is "a microcosm of the
contemporary corporate state" (Prince 222).
Kurosawa also cites his creation of Yojimbo as a backlash against the actions of the Yakuza, the Japanese
answer to organized crime: "I was so fed up with the
world of the Yakuza. So in order to attack their evil
and irrationality ... I brought in the super-samurai"
(qtd. in Mellen 57). Whether its denizens are representative of the mob or big business, the town in
Yojimbo is a cesspool chock full of lowly, amoral types
with no sense of integrity or honor, each of whose
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only concern is wreaking damage on the competing
clan in a zero-sum war. It is not a town worth saving.
This is the exactly the sentiment of Sanjuro.
Upon surveying the town, he bluntly states, with a
tinge of bitter humor, "It would be better if they were
all dead." Sanjuro is a new kind of Kurosawa hero.
He is nomadic and outdated, without a society to
frame him. His villainous double, Unosuke, the enforcer brother of one of the sake family's henchman,
reemphasizes the anachronistic quality of Sanjuro.
Unosuke, like Sanjuro, enjoys killing, but his preferred weapon is not a sword, but a pistol. The presence of the gun in the film mocks the samurai sword
as a primitive relic. As critic Pauline Kael writes, "The
ridiculous little gun means the end of the warrior
caste: killing is going to become so easy that it will be
democratically available to all" (60). The samurai
warrior has no place in a society where everyone is
equally capable of killing.
Sanjuro is a social pariah. He feels no kinship
with a collective group of people, so social welfare
does not occur to him, which distinguishes him from
the heroes of Stray Dog and Ikiru. Both of those films
were planted during "a time when the capacity of
heroic action to regenerate society seemed a real possibility" (Prince 185). Sanj uro would rather j ust eliminate the two families, an apocalyptic act for which
he shows no apparent motivation. He has, "no ethical reason for doing so, no ideal to which he commits" (Prince 223). There is a key moment in the
early scenes of Yojimbo relating specifically to the
metamorphosing of the Kurosawa hero. The Seibei
clan has hired Sanjuro, and an attack on the UshiTora family is announced. The older bodyguard,
Homma, whom Sanjuro has replaced, decides to flee
the situation. With Sanjuro in the foreground, we
see Homma hop a fence, wave to Sanjuro, and then
run off into the distance. Homma is played by
Susumu Fujita, the same actor who played Sanshiro
Sugata. This scene, "becomes self-referential, a scene
in which the two heroes, past and present, of
Kurosawa's cinema meet.. .As Fujita says good-bye
to Mifune and takes off down that road, Kurosawa's
cinema bids farewell to its youthful, idealistic hero in
favor of the alienated persona incarnated by Mifune"
(Prince 230).
The nihilistic undercurrent of Sanjuro's cleansing of the town might be distressing if the tone of
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Yojimbo was not essentially comical. The movie is code or humanistic ideal. The social atmosphere
not a somber commentary with a serious prescrip- portrayed by Kurosawa "is so bleak and unsparingly
tion like Stray Dog and Ikiru; it is a dream world, a corrupt that the hero cannot escape tarnishing and
violent fantasy, in which a hero exists with enough becomes transformed into a literal outcast, bearing
raw skill and ability to wipe out all of society's evil. the marks of his stigmata" (Prince 230). Indeed, the
Pauline Kael calls it "a killing comedy" (61). Yojimbo, Kurosawa hero has come a long way.
"substitutes a giddy cackle in place of Ikirus sobriThe individual heroic figure stands as one of
ety" (Prince 221). Sanjuro is, as Kurosawa stated, a the most successful and availing elements in the films
super-samurai. The director created him out of pure of Akira Kurosawa. Like any fictional protagonists,
wish fulfillment as an indestructible extension of his they are the bridge between the creator and his audidesire for the ultimate justice. To quote Stephen ence. However, this link is especially important to
Prince, "What makes Yojimbo such a remarkable film Kurosawa as an artist. Oftentimes he has expressed a
is its emphasis upon Sanjuro's artificiality and its giddy serious distaste for the majority of his native country's
celebration of the power of the wish" (224). The vil- cinematic offerings, primarily because "they don't care
lains, too, are extreme comic caricatures. One is a anything about people" (qtd. in Richie 242).
giant, malformed ogre; another resembles a fat chip- Kurosawa does not exempt himself from this dedicamunk. They scuttle around "with crustacean-like tion to the human lot, consistently utilizing absorbmovements" (Prince 228). Even the film's climax, a ing and entertaining stories as foundations for inveritable buffet of bloodletting and destruction that sightful social commentaries. Kurosawa's works have
litters the town's streets with bodies, is a tickler. Af- celebrated and expanded the film medium's capabilter vanquishing the last of the outlaws, Sanjuro ity for expression. He raises probing, complicated
sheaths his sword, looks around contentedly and says, questions and proposes possible solutions, all to the
"Now there will be quiet in this town."
benefit and education of the audience. Because of
The combined effect of all this cartoon-quality this, Kurosawa is "perhaps the only Japanese director
mayhem is a scathing, satirical indictment of the com- who can be called a creator in the pioneer sense of
petitions that had arisen in Japan around the time of the word" (Anderson and Richie 376). Kurosawa,
Yojimbo's creation. Kurosawa views capitalism and standing alongside his heroes, looks out into the hisorganized crime, institutions fueled by the acquisi- torical and social maelstrom and struggles forward,
tion of money and the elimination of rivals, as trivial, informed with "awareness of the fact that the world
ridiculous, and utterly negligible to society. They and the self do not, cannot, match," knowing that
must be eliminated. Unfortunately, the Kurosawa the only important thing, the only thing worth culhero, the moral role model responsible for directing tivating, is the self (Richie 243). His heroic figures
society past these defects, suffers in the process. He are celebrations of the independent, corrigible indimust become a fantastical apparition; a soiled vaga- vidual. Kurosawa is, in spirit, the ultimate auteur.
bond who kills for sport and money, with no real
Endnote
1

Kurosawa would do this again to similar effect in Record of a Living Being (1955).
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I AM WOMAN, HEAR ME GASP FORAIR: AN ANALYSIS OF WENDY
WASSERSTEIN'S ISN'T IT ROMANTIC.
BY HEATHER BAGGOTT '99
Each suburban wife struggled with it alone. As nects these hyphenated movements.
she made the beds, shopped for groceries, matched
Fortunately, a connection does exist and it is
slipcover material, ate peanut butter sandwiches partly found in the works of Betty Friedan and Wendy
with her children, chauffeured Cub Scouts and Wasserstein. Whereas Friedan provides an unifying
Brownies, lay beside her husband at night she academic theory of feminism, Wasserstein provides
was afraid to ask even of herself the silent ques- an aesthetic outlet. One of the first manifestos on
tion "Is this all?"
the Women's Movement, Friedan's The Feminine
Betty Friedan
Mystique (1963) supports the notion of a humanistic
The Feminine Mystique
feminism which emphasizes the woman's right to
choose a lifestyle that makes her happy and fulfilled
Over the past thirty years, feminism has become as an individual. Unlike many other feminists,
such an explosive word filled with different mean- Friedan does not qualify or judge the lifestyles that
ings and connotations that many scholars and lay- women prefer, but rather she is concerned with the
men are afraid to casually apply it to their work and idea that women be given the options and, indeed,
every day life. The meaning of feminism has changed the right to make choices. Thus, her ideology unites
and been distorted to such an extreme extent that we the Women's Movement as the various types of femiare often confused as to what it actually means. This nism, although they might differ on many points,
obscuring of definition has given rise to questions fundamentally agree on the woman's right to choice.
which the modern, enlightened, and conscientious Wasserstein fits into this unification in that her plays
person is forced to ask of himself or herself. Can a serve to illustrate the philosophical aftermath of
man be a feminist? If I do not believe in glass ceil- women who have forgotten Friedan's feminist founings and gender discrimination in the military am I a dation. Plays such as Uncommon Women and Others
feminist? Am I a feminist if I believe that women (1977), Isn't It Romantic (1983) and The Heidi
have reproductive control over their body and it is Chronicles (1986) detail women's search for indepentheir right to an abortion? Can you still be a femi- dence and happiness in an increasingly hypersensinist if you choose to have a husband and children tive and judgmental feminist world. Specifically,
over a career?
through the character of Janie in Isn't It Romantic,
Such questions haunt the modern reflective Wasserstein clearly depicts the current dilemma of
psyche as it is commonplace to open the latest book feminism as one in which the modern woman is
about the feminist movement and perplexingly dis- caught in a paradox between feminist freedoms of
cover that there is not just one variation on the theme, choice while she simultaneously questions the merits
but indeed several. Today, it seems out of fashion of such definition and self-transformation. This inand almost blase to merely label yourself a feminist. ternal debate serves to silence the female voice and
Instead, it is more in fashion and ever so politically causes Wasserstein to call for a return to Friedan's
correct to label yourself a Marxist-feminist, a humanistic roots of feminism.
radical-feminist,
a cultural-feminist, a
Throughout Isn't it Romantic, Janie struggles
lesbian-feminist, a material-feminist, and so forth between her definition of self and the influence of
(Keyssar 4). In light of these various interpretations, her parents and peers as they attempt to impose their
we cannot help but wonder whether a unifying femi- will on her life. Other themes and relationships
nist theory and aesthetic exists that somehow con- (Harriet and Lillian, Cynthia Peterson, etc.) are also
Heather Baggott is a junior English (literature) major from Cleveland, Ohio. She is active as president of the
Alpha Chi Omega sorority.
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explored in the play, but Wasserstein is purposeful in
centering the drama specifically around Janie's search
for her own happiness and fulfillment. In the course
of the play, we see Janie transformed. She begins as a
woman afraid to make choices (not willing to accept
the judgments and transformations her choices will
command) and changes to a woman finally confident in her desires regardless of the pressures and
opinions of her friends, family, and the feminist
movement. Thus, Janie is a good example (possibly
Wasserstein's best example) of a woman slowly liberated from the feminist paradox.
Although Janie is a well-educated Harvard
graduate she surprisingly has considerable difficulty
in accepting the notion that it is her right as a modern woman to choose a lifestyle that gives her the
greatest degree of satisfaction. As a consequence of
her confusion, Janie's voice is often indecisive and
easily manipulated by both her parents and peers.
Wasserstein commented on Janie's silence in a recent
interview: "Janie is a character who has a problem
expressing her feelings and she desperately wants to
be liked" (Betsko 419).
In her relationship with her parents Janie's failure to assert her will is clearly seen. Unannounced,
her parents (Tasha and Simon) intrude upon Janie's
apartment in the early morning to celebrate her move
to New York. Once together, however, instead of
congratulating Janie, Tasha undermines her by criticizing Janie for not being involved in a serious relationship. Tasha makes reference to Janie's missing
love life as she reflects that when she moved to New
York she was both younger than Janie and already
married:
I remember my first apartment in New York.
Of course, I was much younger than you and
I was already married to your father. Toasts:
To Janie. Congratulations, welcome home,
and I hope next year you live in another apartment and your father and I have to bring up
four coffees. (Act 1, scene 2)
Janie's parents continually harass her about her
love life, her occupation, her choice of friends, yet
Janie remains relatively passive to their complaints
and disapproval. She reacts only by changing the
subject or lightening the mood with humor when
the conversation becomes too heated. Janie often
turns to humor as a defense mechanism against the
constant demands of her parents. In interviews,

Wasserstein herself has noted Janie's strong sense of
humor: "Humor is a protection, but it's a vulnerability as well. I think that may be very female. Janie in
Isn't It Romantic tells joke, joke, joke and then finally
explodes. Finally, she discovers her own strength"
(Betsko 419). Through the avoidance of her parent's
questions it is clear that Janie is not willing to verbally justify her lifestyle as an educated and single
freelance writer. Janie's failure to do so indicates her
internal struggle in that she is not yet comfortable in
her chosen existence to defend it to herself or her
family.
Janie's failure to defend her lifestyle is also seen
in her relationships with Harriet and Marty. Although Harriet does not consciously make an effort
to question Janie's decisions or lifestyle, Janie feels as
though she is in constant competition with Harriet.
Janie does not view herself as equal to Harriet, but
rather she sees herself as an inferior woman. Janie
sees Harriet as a woman who "has it all" in terms of
education, wealth, beauty, confidence. In several
interviews, Wasserstein has been asked about whether
she believes that women can really "have it all". She
explains that Harriet is the closest representation of
such a woman:
Harriet has all the externals; Harriet could be
a cover on Savvy magazine. The girl who "has
it all". You know, the person who gets up at
eight o'clock in the morning, spends twenty
minutes with her daughter and ten minutes
with her husband, then they jog together, she
drives to work, comes home to a wonderful
life, studies French in the bathtub, and still
has time to cry three minutes a day in front of
the mirror. (Betsko 420)
Wasserstein subtly illustrates Janie's inferiority
to Harriet's perceived perfection through small details in the play. For example, Janie encourages
Harriet to take Tasha's advice and walk with determination with her chest and head up thinking "I am"
while Janie slumps (Act 1, scene 1).
Also, because Janie admires Harriet's strength
and courage as a woman, she commends her ability
to compete in the male dominated business world;
Janie is continually seeking advice and justification
from Harriet. Until the conclusion of the play, Janie
views Harriet as the epitome of the truly modern
woman, "a real feminist" and, consequently, she looks
to Harriet to give her the answers on how to become
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a stronger woman. Janie consults Harriet on whether
she should marry Marty:
Janie: Hattie, do you think I should marry
Marty?
Harriet: I never respected women who didn't
learn to live alone and pay their own rent.
Imagine spending your life pretending you
aren't a person. To compromise on this would
be antifeminist... well, antihumanist... well,
just not impressive. I'm not being too harsh?
(Act 1, scene 6)
We also see throughout the play that Harriet's
advice is the only wisdom that Janie respects. Whereas
she more easily disregards her parent's feelings, Janie
actively seeks to live with regards to Harriet's opinions. By the end of the play, we ironically understand that it is ultimately Janie and not Harriet who
chooses to follow this advice and remain a single
woman.
Whereas Harriet unintentionally undermines
Janie's courage, Marty deliberately attempts to make
Janie feel weak and submissive. In many ways, Marty
is the most damaging character to Janie's self-esteem.
At the same time, however, he acts as the final catalysis in making Janie take an active stance on the direction of her life. Marty serves as the impetus that
forces Janie to engage in dialogical thought which
ultimately allows her to make a self-transformation.
Throughout their relationship, it is clear that Marty
does not perceive Janie, or any woman, as his equal.
As a consequence of this perception, Marty is constantly belittling Janie. Again, as in her relationship
with her parents, Janie allows Marty to take control
of her life.
We see Marty's degradation of Janie in several
forms. He insists on calling her by the pet name
"Monkey" which denotes a sense of ownership and
control over Janie. The term takes away from Janie's
status as an adult and makes her appear as a child.
Marty further treats Janie as his inferior by making a
deposit, without first consulting Janie, on a house in
Brooklyn. He justifies his decision by playing on
Janie's indecisiveness: "I figured if I wanted for you
to make up your mind to move, we'd never take
anything"(Act 1, scene 7). Marty also does not treat
Janie as his equal in her career. He can only accept
Janie's decision to have a career as long as it does not
interfere with his time with her. Yet, at the same
time, Marty does not expect Janie to complain when

he is on call as a doctor. The moment Janie's job
interferes with Marty's plans to socialize with his family, he asks her to cancel her appointments: "Don't
let it [work] take over your life. And don't let it take
over our life"(Act 2, scene 2). Yet, again for most of
the play, Janie acquiesces to Marty's demands and
double standards. She allows him to call her "Monkey" and she agrees, with little debate, to move to
Brooklyn. She even pretends to know how to cook
in order to please Marty. Ironically, Janie understands
her weakness to conform to those around her saying,
"I am reflective and eager to please" (Act 1, scene 7).
Nevertheless, Janie is still willing to continue in the
relationship and entertain the idea of marriage.
Beyond her relationships with her family and
peers, however, we tellingly see that Janie's voice is
silenced in the very beginning of the play before any
of the characters are even seen on stage. In the prologue, Janie's voice is heard on her answering machine message, but just as quickly as it is played to
the audience, it is interrupted by a barrage of messages. Her parents, Harriet, and Cynthia leave messages asking Janie for her time and help, yet Janie's
voice is never heard in response. Wasserstein uses
these telephone machine scenes throughout the play
to consistently show that Janie does not choose to
exert her own responses to the demands placed upon
her. Symbolically this represents Janie's apathy as a
woman. So many people ask for her time and question her lifestyle (Tasha and Simon pestering her
about marriage, Marty wanting to move to Brooklyn
and start a family, Cynthia asking for love advise)
that Janie shuts down as a curious and passionate individual.
This apathy pervades to a deeper level in Janie's
conscience. She says to Marty on their first date, "I
want very badly to be someone else without going
through the effort of actually changing myself into
someone else. I have very little courage, but I'm highly
critical of others who don't" (Act 1, scene 4). On the
one hand, Janie seeks to gain the courage to become
a stronger woman so as to exert her will in contrast
to the demands and judgments levied against her.
But, on the other hand, she does not want to actively
take the time to change her mental attitudes. On an
internal level, Janie knows that she has the opportunity to define her own existence, but she is afraid to
make such choices because active self-transformation
involves intense and dialogical questioning between
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her sense of reason and emotion. This theme of simultaneously wanting to both change and not change
your life is seen throughout Wasserstein's work. In a
recent article by Mervyn Rothstein of the New York
Times Wasserstein remarks, "There is a difference
between making a choice and really taking something
to heart; to be a true believer and live your life by
something".
Janie's dilemma is one of choice. If she chooses
to marry Marty, Janie is afraid that women like
Harriet and the feminists she represents will not respect her choice. She fears that she will be viewed as
giving into the status quo. On the other hand, Janie
is afraid of losing the love and approval of her parents if she remains as a single working woman. Consequently, Janie avoids making a decision or choice
and remains silent and oppressed. Thus, Wasserstein
illustrates the paradox of the modern feminist movement as one in which the choices that are now available to woman are not created equal. Instead, choices
are ranked in a hierarchy and women are judged by
the choices they make. Fearing this judgment, many
women (like Janie) remain silenced and, consequently,
the advancement of women's rights does not move
forwards, but indeed backwards. Wasserstein's solution is a return to Freidan's sense of humanistic feminism in which importance is placed on the process
of making the choice, not on the choice itself. As
Wasserstein said to Mel Gussow of the New York
Times, "Janie has a right, even if that means she's
going to be alone. Even, if she's wrong in her choice.
Even if she's going to sit in her apartment and cry
every night, if that's what she wants to do".
In deciding the direction in which her life will
follow, Janie must choose to follow her stronger sense.
She must listen to the sense that will give her the
most freedom and happiness. She must ask tough
questions of herself: will a life and marriage to Marty
be a happy and rewarding existence? Continuing as
a free-lance writer is exciting and enriching, but will
it provide enough stability and income? Wasserstein
explains that when creating the character of Janie she
addressed these types of questions: "When you make
the choice to marry or not to marry, is it about passion, is it not about passion. Is Janie better off with
Marty? It's interesting to figure it out because it has
to do with how you live your life" (Kohlin 388). As
Lillian says, "life is a negotiation" and Janie is noncommittal (until the end of the play) in making a
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negotiation (Act 2, scene 3). Not until Janie realizes
that people, specifically women, cannot truly have
all that is expected of them (husband, children, career, education, beauty, grace) does she accept the
idea that the greatest thing she can wish for is simple
happiness. As Wasserstein understands it, feminism
is not so much about "having it all" as much as it is
about women having the option to choose a life that
will satisfy them as human beings. Wasserstein sees
that the biggest problem in the Women's Movement
is the external pressure to have it all. She articulated
this thought in a recent interview:
What's troublesome about the Women's Movement is that there are more check marks to
earn nowadays. More pressure. What's really
liberating is developing from the inside out.
Having confidence to go from the gut for
whatever it is you want. Janie is eventually
able to do that. (Betsko 421)
Janie's struggle throughout the play is in coming to terms with this concept and making a lifestyle
decision amongst a myriad of choices.
By the conclusion of the play, however,
Wasserstein brilliantly shows Janie emerge as a courageous and satisfied woman. She exerts her will
against the forces that she previously allowed take
control of her life. In the last three scenes of the play,
Janie successfully chooses to end her relationship with
Marty and articulates her agitation with her parents
and Harriet. Janie expresses her doubts about her
feelings for Marty saying: "I don't want to sneak
around you and pretend that I'm never angry. I don't
want to be afraid of you. I guess to a man I love I
want to feel not just that I can talk, but that you'll
listen"(Act 2, scene 4). On her own, Janie understands that Marty systematically silences her voice as
a woman and an individual. She realizes that Marty
does not treat her with the respect which she desires
and, consequently, when he forces her to make a decision regarding the relationship, Janie boldly declares,
"Marty, you're not right for me. I can't move in with
you now. If I did that, I'd always be a monkey, a
sweet little girl" (Act 2, scene 4). As Judith Weinraub
of the Washington Post points out, "This is not a grand
feminist realization on Janie's part. It is simply
Wasserstein's method of showing that we need to look
past feminism and towards individualism. Marty
doesn't make Janie happy so she leaves." In this scene,
Janie consciously reaches the central epiphany of the
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play: she cannot move forward as long as she stays
with Marty; she will never be seen as a woman, but
always as a girl.
Janie also learns to raise opposition to her parents. The play comes full circle as it concludes in the
same manner in which it begins. Janie's parents visit
her bringing a mink coat. The coat is a size four and
physically too small to fit Janie. Symbolically, Janie
sees the coat as more than simply a gift that does not
fit. Instead, she sees it as a physical manifestation of
her parent's attempts to mold and fit her into a lifestyle
that is not her own. Just as the coat does not fit Janie
neither does married life. And, for the first time,
Janie expresses her opinion to her parents saying,
"Look, I'm sorry. Things didn't work out as you
planned. There's nothing wrong with that life [marriage], but it just isn't mine right now"(Act 2, scene
6). Janie is able to assert herself with the same confidence that she always encouraged Harriet to display.
On her own terms, she is able to become a true product of mother's wisdom as she speaks with the confidence of "I am"(Act 2, scene 6).
Janie's most courageous moment in the play
is when she finally gains the strength to express her
disappointment with Harriet. As Janie makes the
decision to leave Marty, Harriet simultaneously decides to marry Joe (the man that she has only been
seeing for a couple of weeks). In this twist of events,
Wasserstein inverts Janie and Harriet's representations. In the beginning of the play, Janie is lonely
and eager to marry while Harriet is steadfast in her
opposition to the institution. But, by the end of the
play, we see that the roles have been reversed. Through
Janie's reaction to this role reversal we also see how
much she relied upon Harriet's feminist sensibilities.
Janie leaves Marty because she finally chooses to subscribe to Harriet's notion that women should not fear
a life independent from men. Thus, Janie is duly
bewildered and disturbed by Harriet's engagement
as she views it as a sudden philosophical change. Like
Heidi in The Heidi Chronicles, Janie feels alone and
abandoned by both Harriet and the feminist movement. Janie feels as though just when she is ready to
join the movement and become independent, the
movement has suddenly changed without warning.
She says to Marty, "Do you ever get the feeling that
everything is changing and you don't know when you
decided to change?"(Act 2, scene 4).
Nevertheless Janie is convinced in her new
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found strength and this conviction allows her to remain true to her choice, regardless of Harriet's new
life style. This courage gives rise to Janie's agitation
with Harriet because she sees her conforming to the
current trend of female existence and the pressure
for women to "have it all":
Janie: What do you do? Fall in with every
current the tide pulls in? Women should live
alone and find out what they can do, put off
marriage, establish a vertical career track; so
you do that for a while. Then you almost turn
thirty and Time Magazine announces, "Guess
what, girls? It's time to have it all." Jaclyn
Smith is married and pregnant and playing
Jacqueline Kennedy. Every other person who
was analyzing stocks last year is analyzing layettes this year; so you do that. What are you
doing Harriet? Who the hell are you? Can't
you conceive of some plan, some
time-management scheme that you made up
for yourself? Can't you take a chance? (Act 2,
scene 5)
Janie is no longer capable of benchmarking her
lifestyle in contrast to Harriet. For the first time in
her life, Janie actually views her chosen path of existence as superior to that of Harriet. In this scene, we
see Janie transformed from an individual who was
constantly in search of external justification to a
woman who looks for justification from within. In
this transformation, Wasserstein shows the triumph
of humanism and feminism in that Janie learns to
make decisions that simultaneously give her happiness and independence.
Thus, through Janie (and characters from her
other plays such as Holly in Uncommon Women and
Others and Heidi in The Heidi Chronicles) Wasserstein
exemplifies the confusion and angst that the feminist movement has created. Modern feminism has
lost its connection with the principles of its existence. The wisdom of women like Friedan, who articulated a notion of feminism as simply the rights of
women to have equal choices as those of their male
counterparts, has become obscured. Instead, modern feminism acts as a censor and critic to female
existence. No longer does the feminist establishment
contend that all choices are equal. Instead, a hierarchy of lifestyles has been created in which personal
satisfaction has become decreasingly important while
living a politically correct life has become the focus.
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Wasserstein shows that value judgments levied
against the way women choose to live their lives has
become self-defeating and, ultimately, destructive.
Janie, like the modern woman, is silenced by the fear
of judgment and, consequently, struggles throughout much of her life to simply make a choice. She
fears that men like Marty will expect her to "have it
all". She fears that women like Harriet and Lillian
expect her to sacrifice a family for a career. And she
fears that her parents only expect her to marry and
bear children. Janie fears being trapped into just one
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of these situations To avoid Janie's struggle,
Wasserstein implores her audience to return to the
roots and fundamentals of feminism where the choice
is all that matters. Choosing to be a mother, a businesswoman, an academic, a professional dancer take
equal courage and strength of character and should
therefore be equally respected. Feminism began as a
humanistic movement and Wasserstein is arguing that
it should once again be understood in terms of individual happiness and personal empowerment,
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Epistemology and Anti-Metaphysics
Dorn says:

THE EPISTEMOLOGY AND ANTI-METAPHYSICS OF EDWARD DORN'S
SLINGER
BY DARIN McGiNNis '98
Edward Dorn's major poetic work, Slinger, is a
mock epic of immense proportions. Two aspects of
the poem make it such: the language used is a combination of language from soap operas, western movies, news programs, science journals, AM radio, and
lyric poetry, and the narrative of the poem undercuts
the traditional epic format because there is no great
physical pilgrimage or journey that takes place, as
usually occurs in epics. What Dorn is attempting to
do with his four-part mock epic is to create a radical
satire of the traditional philosophical beliefs that the
Western world has held since Plato's concept of the
World of the Forms. By using the American West as
a microcosm for Western society, Dorn criticizes most
of the fundamental American beliefs and assumptions
with his use of language, character, and narrative; and,
in its place, he asserts a new view of the universe that
values experience over logic and denies a ideological
motive to this experience. Dorn objects to the notion of the radically separated subject and object and
endorses a way of thinking in keeping with a more
radically empirical or phenomenological viewpoint.
Before Dorn can implement his way of thought, however, he must have a space that is sufficient for an
inquiry and critique of this sort: the American West
of rugged individuals with personal strength and volition.
The West that Dorn uses is the West of exploration and exploitation where continuous movement
and travel is possible (Davidson 118). Dorn says:
"The American West is the place men of our local
civilization travel into in wide arcs to reconstruct the
present version of the Greek experience.... [The West]
is where you will find the Stranger so dear to our
whole experience" (Views, 58). This is, in fact, what
Dorn is doing in Slinger; he is attempting to reconstruct traditional Western thought by meeting the
gaze of the Stranger (the Slinger) and following the
Stranger through experience. The West is able to
meet Dorn's requirements because it is a space that
he claims that people can migrate in; it is smooth

space. This space, seemingly without borders as the
Slinger travels through it, is in opposition to the space,
called striated space, that State power (the forces of
capitalism in the poem, represented by Howard
Hughes) divides and restricts to further its own power
(Deleuze and Guattari 480). As the Slinger moves
through the West, he deterritorializes the striated
space by undermining the fundamental notions that
the economic and philosophical landscape, controlled
by Hughes, is built upon. Striated space is space that
power has worked upon and encompassed, and it is
clearly shown that Hughes has the power to modify
the environment, as Lil states:
but I heard this Hughes
Howard? I asked
Right, boy
they say he moved to Vegas
or bought Vegas and
moved it. (Dorn, Slinger, 9)
The Slinger has the ability to deconstruct the
space controlled by Hughes, but he cannot keep it
open forever. The space must become closed by some
sort of thought. One space does not exist apart from
the other: "[T]he two spaces in fact exist only in
mixture: smooth space is constantly being translated,
transversed into a striated space; striated space is constantly being reversed, returned to a smooth space"
(Deleuze and Guattari 474). The Slinger is tearing
down the State of Hughes in order to replace it with
another striated space; but it is a space where corrections to our world-view have been made and where
many people are responsible for the creation of the
space rather than a select few.
Having established place, Dorn's poem then
concerns itself with language and language use for
his explication of the new epistemology, beginning
with the names of the characters themselves. "Slinger"
is a British term for a person who plays the stock
market (Davidson 119). A name like this immediately tells the reader that the Slinger is closely related
to Hughes, the symbol for capitalism in the poem, as
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[Hughes is] more direct as a persona.... I think
he is a rather pure metaphor of a kind of primitive, entrepreneurial capitalist take of what
America is, which is still embedded in the
political and social instincts of a lot of American activity. He's a great singular — in a
strange way like a dinosaur, but nevertheless
his lineage in speculator goes back to the seventies and eighties of the last century.... (Interviews, 51)
In fact, Slinger is involved in a sort of duel between himself and Hughes, as they are opposites or,
at least, the positive and negative poles of the same
axis:
You would not know
of the long plains night
where they carry on
and arrange their genetic duels
with men of other states — (Dorn, Slinger, 6)
As Slinger's name associates him with Hughes,
Howard Hughes' middle name, Robard, links him
with the third member in Dorn's trinity, Robart.
Robart's existence is, in Dorn's words, "an echo
of the psychological condition of the United States
of America" (Interviews, 31). The way Robart (which
also can be read as 'rob art') maintains his order is to
attempt a unification of everything, the same totalitarian notion that is inherent to all metaphysical philosophy since Plato. This desire for unification can
be seen in "The Cycle" as Robart's train runs along
the tracks to Vegas:
The scream of the Accomplished Present
A conglomerate of Ends, The scream of Parallels
All ties down with spikes These are the spines
Of the cold citizens made to run wheels upon
Parallels are just two things
going to the same place that's a bore (Dorn,
Slinger, 97)
Again, this is the motion of acquiring space by
power that results in the striation of space. In fact,
the building of the railroads themselves are an effort
to unify and "establish a network of communication
no longer corresponding to the traditional network
of roads" (Foucault 243). Robart's railroad is a new
division of space, one that corresponds to Robart's
wishes for acquisition. In real life, Dorn has used the
railroad map as something "that began to reveal

America in a way that united the nation's economic
and sociocultural determinants" (Wesling 1-2). Like
his real-life counterpart, Robart abhors publicity and
travels only in disguise, traveling across the country
by rail from Boston to Vegas as the cheese in a cheeseburger (McPheron 40). After all, what can be more
American than a cheeseburger, that symbol of fastfood mass capitalistic expansion where there is no
center of power, but only an invisible network of franchises?
Robart also maintains his power by staying out of
the observable universe and by refusing to be
named:
Howard? I asked
The very same.
And what do you mean by inscrutable,
oh Gunslinger?
I mean to say that He
has not been seen since 1833- (Dorn, Slinger, 6)
This is yet another similarity to the Slinger, who
remains immortal because he cannot be named. The
Slinger is referred to as "Gunslinger" in the first book,
"Slinger" in the second and third books, and as
"Zlinger" in the fourth book. Indeed, being named
is the most serious danger that one in Dorn's West
can face. Dorn is here addressing the traditional poetic problem of naming an object. To name something is always to limit the object because a name
can only signify some aspect of the named, never the
totality, as the Slinger says:
it is dangerous to be named
and it makes you mortal.
If you have a name
you can be sold
you can be told
by that name leave, or come
you become, in short
a reference (Dorn, Slinger, 32)
By allowing yourself to be inscribed with a
name, as the character "I" does , is to be placed and
bound to a single place. It is to be unable to migrate
as the Slinger can. To have a name is to give authority a way to observe you and classify you:
I could
now place yO'i
in a column from which
There is No Escape
and down which The Machine
will always recognize you.
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Or a bullet might be Inscribed
or I could build a maze
called a social investigation
and drop you in it
your name
into it — (Dorn, Slinger, 33)
Apart from his linguistic play on the cliche of
'having a bullet with your name on it', here Dorn
seems to be identifying with what Foucault terms the
"panopticon," a means where persons are controlled
as Robart makes them visible. Power (Robart) will
remain invisible and work on those who are visible,
those who are named: " [P] ower... is exercised through
its invisibility; at the same time it imposes on those
whom it subjects a principle of compulsory visibility. In discipline, it is the subjects who have to be
seen. Their visibility assures the hold of the power
that is exercised over them" (Foucault 199). Hughes
avoids the danger of being a subject to power by
adopting many different names and identities and
thus maintains his authority over characters like "I".
The linguistic play with the name of a character like "I" begins to focus Dorn's concern with creating a new view of the world. "I" is at once an "initial" and a "single", a pronoun and a name (Dorn,
Slinger, 32). He is the highest evolution of the Cartesian separation of subject and object, the traditional
ontological division in the Western world of mind
from body. In the Cartesian system, the mind is elevated above the body and the rest of the physical
world, as it is where all thinking and perception occurs. By this model, the rationalizing mind exists
apart from the world and must perceive the physical
and attempt to understand what is behind it, because
the world could be illusory. The ideal is always the
supra-sensuous; the real is sensuous. To this metaphysical attempt, the Slinger stands in opposition:
What does the foregoing mean?
I asked. Mean?
my Gunslinger laughed
Mean?
Questioner, you got some strange
obsessions, you want to know
what something means after you've
seen it, after you've been there
or were you out during
That time? (Dorn, Slinger, 26-7)
The Slinger represents a more active way of
knowing the universe — experience. "I" is the last

remnant of the self-conscious and cannot survive in
Dorn's landscape where the subject and object are
collapsed. In Book I, the reader is forced to see "I" as
the paradox where a person's being is defined by
thought and the ability to call his own thought into
question (Davidson 121). As Book II opens, "I" is
killed, apparently by the collapse of the subject and
object that Dorn has attempted. The first-person
narrative is no longer primary, being can now be defined by something other than thought, and thought
can be described by means other than language which
is what has traditionally connected the transcendent
self to the physical world.
Even so, the death of "I" troubles some of the
inhabitants of the stagecoach:
But it makes me sad
to see I go, he was,
/ mean I was so perplexed
Is obsessions were almost real
me and I had an understanding
I don't like to see I die.
I don't wish to distract you
with the metaphysics of the situation Lil
yet be assured,
I ain't dead.
But wheres he at
If I ain't dead?
Life and Death
are attributes of the Soul
not of things. The Ego
is costumed as the road manager
of the soul.... (Dorn, Slinger, 56-7)
What the Slinger is trying to tell Lil here is that
"I" is dead and so are all of the assumptions that he
carried with him, but the individual is not dead. The
individuality of the Slinger "ain't dead" but is engaged
in acts different than the acts that we normally attribute to the "I." The ego may present itself as "the
road manager of the soul," but the individual like
the Slinger needs no one to interpret what he experiences for his ego. Experience is real and in a directly
perceived world. "I" is preserved in LSD for purposes of remembering, and "I" will reappear later as
a new being more like the Slinger. The Slinger, however, must continue his quest for Hughes with the
aid of the remaining passengers with him in the stage-
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coach, the most important of which are the Poetsinger who plays the Abso-Lute and "can violate canons of fair-mindedness in order to push explanation
beyond certain inhibiting barriers" and the Slinger's
trusty steed (Von Hallberg 60).
The horse that Slinger rides with is a suitable
companion to one who is tearing down the traditional structures of society and of the self Slinger's
horse is an anti-beast of burden who rides inside the
coach with him, smokes marijuana, and goes by the
names of Heidegger and Claude Levi-Strauss. Although Dorn has said that his views on these two
thinkers are not important, their presence in the text
is meant to send off certain connotations with their
work. Martin Heidegger's landmark book, Being and
Time, provides a radical departure from the traditional Cartesian rationalist account of being by placing humans, which Heidegger dubs Dasein, in a temporal location. The position that Dorn will advocate
is close to this, as the Slinger says:
Time is more fundamental than space.
It is, indeed, the most pervasive
of all the categories
in other words
theres plenty of it. (Dorn, Slinger, 5)
Traditional Cartesian duality has held space as
all that is important, at the expense of temporality.
Heidegger's critique sounds remarkably close to
Slinger's:
Time must be brought to light — and genuinely conceived — as the horizon for all understanding of Being and for any way of interpreting it. In order for us to discern this,
time needs to be explicatedprimordially as the
horizon for the understanding of Being, and in
terms oftemporality as the Being of Dasein, which
understands Being. (39)
The work of the anthropologist Claude LeviStrauss has focused on "kinship systems in terms of
their differential and categorical status" and how this
"violates the idea of a social contract with its attendant belief in the realm of inherent human values"
(Davidson 119-20). Also, through his study of Amazon Indians, Levi-Strauss claims that all cultural practices and relations are linguistic, at least at the symbolic level (305). As the Horse claims in Slinger.
I study the savage mind.
you are purely animal
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sometimes purely plant
but mostly you're just a
classification, (Dorn, Slinger, 35)
The Horse is pointing out that there is no transcendent element to the human, as Descartes had
claimed, and that most of what we think we are as
humans is just a construction of society and language.
As Hughes operates from a decentered network of
power, it is necessary for the Slinger to be partners
with a thinker who can provide analysis of these variable paths of authority: "Heidegger and Levi-Strauss,
as debunkers of privileged philosophical centers (the
transcendental subject, a primordial Logos), become
necessary sidekicks for the Slinger" (Davidson 120).
The last meeting between the Slinger and traditional metaphysics occurs in Universe City, where
the party encounters the social center of the town:
the Literate Projector. The Projector is the logocentric
Western view in action as it takes images in and spits
out a script (written words) which is supposedly the
same as the idea behind the images that were placed
in the Projector. This process allows one view to be
justified for the entire realm of experience, a view
that is controlled by Robart: "There is but one Logos
/ tho many Images audition" (Dorn, Slinger, 78).
However, experience can also be altered to conform
to a Logos: "They can distort the Projector / so that
the script Departs / from the film, in Front!" (Dorn,
Slinger, 78). This is what Dorn is saying that those
in power have done throughout history. This gives
reason for the Slinger to refer to Kool Everything's
story of the Projector as "Ontology" (Dorn, Slinger,
78). Many of the abuses of power in history have
been covered over by the use of the Projector:
put funny music next to Death
Or document something
about military committment
and let woodchucks play the parts
so say something quick about the war
in, well you know where the War is. (Dorn,
Slinger, 79)
In Dorn's only real reference to Vietnam in
Slinger, he mainly criticizes the military-industrial
complex behind the war, rather than specific events
in the war directly. This mediation of experience at
the hands of power is Dorn's main concern, as what
underlies it is the structure of Western capitalism.
Part of the way that Dorn implements his plan
to destabilize Western metaphysics is through the use
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of multiple meanings of words. Metaphysics has
sought to permanently fix the meanings of all things,
including words. Rather than tell us what words have
meant, Dorn has said that in Slinger he is concerned
with finding "what the words can mean" (Interviews
47). Just as the Slinger is a migrating self, words and
meanings can wander around with usage of puns and
other word play. Notice the description of the Horse
in Lil's bar:
and he had the texan's [Hughes'] hat on
a stetson XX sorta cockwise
on his head it was
I tell you Slinger you would of
split your levis and dropped you
beads to seen it. (Dorn, Slinger, 13)
The pun on levis equates the Slinger and his
mount: Claude Levi-Strauss — clawed levis' trousers. The Horse's name and the garments of the
Slinger are the same. When "I" inquires about the
Horse's name, more wordplay ensues: "Claude LeviStrauss is that — / Yes, you guessed it / a homonym"
(Dorn, Slinger, 36). Claude Levi-Strauss is now not
only "clawed jeans" but "clawed genes" (Von Hallberg
67). This explains the way that the Horse is referred
to when "I" calls him a "mare" in the beginning of
the Book (Dorn, Slinger, 5). As the Horse's hat is a
XX, he bears the female chromosome pairing, opposed to the XY that he should have. The use of
"cockwise" only makes it stranger that a horse with
the XX pair should wear the stetson. That the Horse
is a mutant should come as no surprise as the entire
poem is filled with mutant characters, references to
"genetic duals", and mutant language. Dr. Jean Flamboyant (flamboyant gene) promises that he can "fix
anything" (Dorn, Slinger, 81). But, as Von Hallberg
says "there is the depressing possibility that all mutations have occurred in the past, that evolution is obsolete" (68). This is why the "Anti-Darwinism"
Mogollones are such a threat in Book IIII. Robart,
who secretly controls the Mogollones and their adversaries the Single Spacers, wants the appearance of
change to disappear so that his power may be permanently consolidated.
Further linguistic confusion occurs when words
take on significance and become material. Against
what Robart is trying to accomplish in "The Cycle",
Dorn creates contradiction everywhere in the narrative of the poem. In this exchange between "I" and
the Horse, words take on actions in the real world:
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Are you trying
to "describe" me, boy?
No, no I hastened to add.
And by the way boy
if there's any addin
to do around here
/'// do it, that's my stick
comprende? (Dorn, Slinger, 25)
"I" seems to be both narrating and performing
addition with the use of one word. Throughout
Slinger, the narration of the plot takes a back seat to
the language employed. Sometimes the words come
alive and turn on their speakers, becoming literal from
the figurative. See this example from Jean Flamboyant:
Would you like a light
I see yor roach has gone out
continued the Doctor Catching his breath
Slinger, did you flash how
the PHD caught his breath,
never saw anybody do it with their hand
Yes agreed the Slinger, Brilliantly fast (Dorn,
Slinger, 81)
"Catching" breath takes on a literal level, and
this conversation shows that speed is one of the
Slinger's most prized characteristics. It is this speed
that he draws from his way of seeing through traditional metaphysics and epistemology that sets him
apart from others. However, actions can also take
grammatical form:
Uh, I'm not sure I get your question Lil
the Horse exhaled, but
are you speaking of the need for horsepower?
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Horse's embarrassment in being turned down. Dorn's
use of all of this evasive language undermines the
power of language and undermines what is real. Dorn
has done this on many different levels — use of language, allegories for Western thought, and allusion
to historical characters. Dorn's motive, though, is to
create a new form of seeing the world.
When "I" reappears in Book III, he is a radically different character. He has learned from
Parmenides (and probably changed from the LSD
that was used to preserve him) and now lives more
like the Slinger, in an affirmation of life rather than a
questioning of life. "I" reappears as the secretary to
Parmenides as the pilot in a biplane in yet another
allusion to the real Howard Hughes. That Parmenides
taught "I" is appropriate because "it was [Parmenides']
view that self and other are one and the same — that
in order for one to conceive of sensible objects at all
he must be part of those objects as well" (Davidson
131). "I" has now achieved the transformation of
viewpoint that Dorn desired; he has become an active observer rather than a passive viewer. He now
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feels like "trying to read a newspaper / from nothing
but the ink poured into your ear" (Dorn, Slinger, 161).
"I" can also now realize the true motive of Hughes'
quest across America and the way out:
Entrapment is this society's
Sole activity, I whispered
and Only laughter
can blow it to rags (Dorn, Slinger, 155)
With the linguistic devices he has used, Dorn
has done just that; and he has also shown how experience must be lived in time rather than mediated by
some outside source. The lack of resolution only
confirms this. Slinger and Hughes never duel,
Hughes merely decoaches and leaves for South
America to continue his appropriation of land and
space now that this land is out of his grasp. The idea
of closure itself is a Western ideal that is not achieved
in experience. By placing the characters of Slinger in
the directly perceived world and by satirizing Cartesian systems, Edward Dorn has shown a new way of
seeing the world and a new epistemology for explaining it.
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I AM NOT THAT I PLAY:
SHAKESPEARE'S EMPLOYMENT OF THE FOOL

Von Hallberg, Robert. "This Marvellous Accidentalism." Internal Resistances 45-86.

BY STEPHEN G. WEBER '99
Ninety-nine percent of the people in the world
are fools and therest of us are in great danger of
contagion."
-Horace Vandergelder in
Thornton Wilder's "The Match
maker"

Wesling, Donald, ed. Internal Resistances: The Poetry of Edward Dorn. Berkeley: U of California P, 1985.

I AM I. HOWE'ER I WAS BEGOT (Kin?John I.

i. 175)
The fool of tradition was originally a creature
of the European royal court—the jester, whose job it
was to entertain his masters and mistresses and provide them with a sense of self-importance, be it deserved or not (Goldsmith 48). With his head tonsured and hooded, his hood adorned with "ears" and
bells (Goldsmith 2), his clothes were of a motley
sort—"Modey's the only wear" (AYLIII. vii. 34). The
fool was "conspicuously classless," or at least hard to
place in any semblance of social hierarchy (Black 83),
most likely because the common fool was mentally
deformed to a certain degree (McDonnell 14 April
1997). Despite this, he was somehow an accepted
member of the royal court.
In Elizabethan drama, the fool made his start
as a representative of Vice from the old Morality plays
(i.e., Falstaff). In time, however, the fool developed
unparalleled wisdom, an evolution credited to William Shakespeare upon his creation of Touchstone
(Goldsmith 17). Though more similar to the fool
of European tradition than to the Vice fool, the "Wise
Fool" is an entity all its own. He was a character
used by Shakespeare to be the voice of reason amidst
a world of chaos; a character worthy of more than
the slapstick wordplay / misinterpretation reserved
for common fools (such as Dogberry) (19). The wise
fool is not always his mistress and master's flatterer;
through the guise of inferiority (to keep himself from
being whipped) the wise fool is very often critical of
his lords and ladies (48).
The wise fool, however, is nothing more than a

literary creation (Somerset 73), the cunning brainchild of William Shakespeare's mind. For what cause
did the Bard give birth to him? The pedestrian reason is that Robert Armin had joined the Lord
Chamberlain's Men (Somerset 68), bringing with him
a very "foolish" acting style, which included an impeccable wit and the physical capability for slapstick
comedy. Some scholars and historians say that
Shakespeare saw what a boon he had in Armin and
created his great fools specifically for Armin to play.
Although this may be true, that Shakespeare wrote
characters just for Armin, it does not explain why his
wise fools came to be; they are certainly not the only
kind of comical character whom Armin could have
portrayed. Why, then, should some of Shakespeare's
foremost bearers of wisdom be those whose intellect
was traditionally considered to be minuscule? What
purpose is there of uniting folly and wisdom in a
single character? The rest of this essay will be an attempt to discover the answers to these questions by
examining the character and usage of three of
Shakespeare's wisest fools—Touchstone, Feste, and
Lear's Fool.
AY. NOW AM I IN ARDEN (As You Like It II. iv.

141

Touchstone is our first to be scrutinized. Touchstone is Arden's critic—he criticizes the Duke Senior's
reciting of his pretty sermons, Orlando's pinning of
poems to trees, Jaques' lamentations over a deer,
Corin's simple life, William's simplicity of mind, et
cetera (Goldsmith 48). His very name—Touchstone—suggests that his "facetious wisdom was a criterion by which the actions of the other
characters...were judged (ix)." Touchstone is thus the
voice of reason in Arden, placing the actions of others in check with his dialogue that "consists principally of assertions that things are what they are"
(Magarey 61).
Though wise fools are by nature critical, Touchstone isperhaps the most critical of all, often chiding
Stephen Weber is a Sophomore English (literature) and Education major from Cincinnati, Ohio. He is a member
oftheDenison Singers, Exile, and DISA, to name just a few pasttimes, and he is, indeed, a fool of the wisest
nature.
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others to the point of being downright nasty. His
motley costume, however, removes the venom from
his words (Goldsmith x). It is his appearance, then,
that gives this fool his license and his social rank, two
elements of his character that he hopes to keep secure "since the little wit that fools have was silenced"
in Arcadia (I. ii. 82-4), and the very occupation of
the fool was not a stable one (McDonnell, 14 April
1997).
Social rank seems to be the more prominent of
his two concerns, however. At court Touchstone is
merely a fool; in Arden, "a region defined by an attitude of liberty from ordinary limitations" (Barber
223), Touchstone transforms himself into a gentlemen. In court, his own ambiguous rank is not that
much greater than the ranks of the rustic bumpkins
in the countryside, yet he treats them as his natural
inferiors. In his initial meeting with Corin, Touchstone introduces himself and his party as Corin's "betters" (II. iv. 61-64). He later argues with humble
Corin the glories of the court versus the monstrosities of the country (III. ii. 13-21), going so far as to
tell him:
Why, if thou never wast at court, thou never saw'st
good manners; if thou never saw'st good
manners, then thy manners must be wicked;
and wickedness is sin, and sin is damnation.
Thou art in a parlous state shepherd. (III. ii.
37-41)
Touchstone's pseudo-rank is also brandished
upon William in Act Five scene one and to the page
boys that sing for him in Act Five scene three.
The caustic wit of Touchstone sharpens upon
his arrival in Arden; in Duke Frederick's court, Touchstone is considered to be no more than a "whetstone
of the wits," the object which others sharpen their
tongues upon (I. ii. 51). In court, his wit is suppressed; in Arden it is unleashed, and its victims
undergo the same kind of patronizing that Touchstone himself goes through in his daily, courtly life
(Goldsmith 49). It could be read that Touchstone is
acting out fantasies of power with his upwardly-mobile status in Arden, verbally abusing others as he
does; perhaps he enjoys being on the giving end of
repression. However, given his critical nature, it is
more likely that Shakespeare utilized this fool's social
rank to imply that nobility is not based on birthright
so much as it is on superior attitudes and words of
condescension (Kronenfeld 345); a fool can be a lord

if his "subjects" know not otherwise.
As You Like It is a comedy of manners in many
respects (Black 89), but it is more properly defined
as a romantic comedy that deals with many types of
love relationships; woman to man, man to man,
woman to woman, father to daughter, cousin to
cousin, and brother to brother. Touchstone is as critical of love, the romantic loves in particular, as he is
of social class, for "as all is mortal in nature, so is all
nature in love mortal in folly (II. iv. 50-51)." He is
again representative of reason, and more specifically,
of all that is unromantic in love—the anti-cupid, if
you will. He brings an ironic spirit to the satirical
and cliche theme of "doting lovers and their foibles"
(Goldsmith 86). In lines 96-107 of Act Three Scene
two, for example, he mimics Orlando's romantic nature, saying that love poems such as Orlando's are
easy to write and do not depict any great thought as
one so in love should illustrate. In Act Two, scene
four, line 57, Touchstone finds Silvius' love, which
Rosalind compares to her own, to be tedious and
"stale."
And yet, as critical as he is of love, he is willing
to use its guise for his own licentious intents with
Audrey. He tells her that he would prefer her to be
beautiful and experienced, claiming that "honesty
coupled to beauty is to have honey a sauce to sugar"
(III. iii. 26-7), in other words, too much of a good
thing. He wishes to be poorly married to her so that
after the consummation of their union he may more
easily leave the marriage (III. iii. 81). His most shocking speech comes at Act Three, scene three, lines 4355, where he glorifies the cuckold. It is Touchstone's
contention that since the mighty stag has great horns
and is admired for them, so should the cuckolded
man be for it strengthens his defenses. He asks is it
better to be inexperienced and have no horns, or to
be a cuckold?—at least then a man has some experience to look back on and enjoy.
On the subject of love, this existential fool transcends emotion and makes much sense—too much
sense; for indeed, any lover will tell you that sensibility and love are rarely compatible. Why, then, should
the fool make the most sense? Touchstone exists for
a definite reason; it is known that he was not a character in Shakespeare's source play, nor were Audrey
or Jaques (Sargent 244). He is therefore a bona fide
Shakespeare original. In the chaotic court of Arden
where dukes live like peasants and women like men,
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it makes sense that fools should be wise. Given that
Audrey, too, is a genuine Shakespearean creation—
her only purpose to the tale being that she is the fool's
lust-interest—a further, more meaningful reading of
the fool is this: Shakespeare is telling us that in the
world of love it is foolish to be sensible. That makes
sense.

Still, he is not content. Perhaps it is because no
one heeds his words; everyone in the play is a kind
of fool, but no one will believe him (Bradley 19).
He is deceptive at times, making others fools when
he begs for money (and gets it), and certainly when
he plays Sir Topas; yet he is the only character not
fool enough to be deceived himself (Greif 61)—he
seems to realize that Cesario is a woman, even calling
NAY. I AM FOR ALL WATERS (Twelfth Nivht Viola "sir" many times and mentioning that she could
IV. ii. 62)
use a beard (III. i. 43-4). No, Feste is not a fool.
Feste is another of Shakespeare's originals not
What he would rather be is a singer. "I take
found in the source play, indicating that his exist- pleasure in singing," he says to Orsino (II. iv. 67),
ence must be very important to the playwright. and he sings throughout the play, even at times when
However, to his fellow characters and to many direc- he is alone on stage (V i. 378). In a play where the
tors and audiences up until the 20th century, Feste very first line is "If music be the food of love, play
was sorely overlooked. In fact, Feste was the most on...," it is interesting that the musician, Love's chef,
edited character of the play, often edited completely should be the fool. When you add in the fact that
away (Greif 62), until a production in 1901 when he the majority of Feste's songs have a ring of melanwas given his due. Feste, it seems, is a character cre- choly to them and that he is really the only character
ated long before his time, his time being now.
who ends happily without being coupled (the others
The reason Feste has gained appreciation in our who are not coupled—Malvolio, Andrew, Fabian, and
society has much to due with his ambiguous nature. Antonio—do not end in ways they might have liked)
Some scholars contend that Feste, in relation to the (Bradley 21), what does that say about love? Though
other characters in the play, is "tolerated rather than he does not challenge love as an institution the way
appreciated" (Draper 192). Evidence of this is that, Touchstone does, Shakespeare seems to have used
unlike Touchstone or Lear's Fool, Feste has no Celia Feste as an instrument (musical pun intended) to deor Lear; he was Olivia's late father's fool and is, at the pict a similar theme: Love thrives on music, Feste's
time of the play, "a relic of the past"—no one loves melancholic and reflective singing feeds the loves in
him, which is why he shows no affection to anyone the play, thus the loves in the play, and perhaps in
(Bradley 20). Whether this is true or not is debat- general, are fed on melancholy. Make of this what
able—while he does not show his love for anyone, he you will, but it is interesting to note that Olivia's love
does not appear to hate anyone either.
for Cesario grew from mourning her brother's death
What he does seem to be at odds with is his so long, Orsino's love for Olivia brought him sadness
title of Fool. Although at line 29 in Act One scene and slight depression, Antonio's love for Sebastian
five, he says, "Wit, an't be thy will, put me into good brought him heartache when he mistook Viola for
fooling," there are many instances when he denies Sebastian and she denied knowing him and Malvolio's
being a fool and/or gives the title to someone else. love for himself did him more psychological damage
Later in the same scene he says, "I wear not motley than all of the above put together. Melancholy played
in my brain" (51 -2) and proceeds to prove that Olivia a very important part in all the relationships, save
is indeed more fool than he. He tells Cesario that he perhaps Toby and Maria's, and Feste knew it all along.
is not Olivia's fool, "but her corrupter of words" (III. To possess such knowledge and have it go unlistened
i. 35), and on a number of occasions (I. v. 31-2; II. to is, perhaps, why Feste dislikes playing the fool.
iii. 74: IV. ii. 87-8; V. i. 282-3) he deems others to
be more fool than he. Feste is a fool unhappy with THE FOOL WILL STAY (Kin? Lear II. iv. 78)
his lot, and yet Viola praises him very highly by sayLear's Fool is our final fool, and he is a coming "This fellow is wise enough to play the fool,/ And pletely different entity from those mentioned before
to do that well craves a kind of wit (III. i. 58-9)," and him. Some have argued this point heavily, saying
of his occupation, "This is a practice/ As full of labor that the Fool is almost as complex as Hamlet due to
as a wise mans art...
his unintelligible emotions. Going even further with
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this, it has been said that the Fool "has a personality;
yet he is not—or cannot be perceived as being—a
person" (Seiden 197). He has been compared with
Ariel and Caliban (198) rather than with his comedic counterparts because the other fools are characters like any other—Macbeth, Desdemona, Angelo—
in short, they have pasts. Feste and Touchstone are
obviously real people with real feelings: "The Fool,
whatever else he is, is not a man" (199). Others, of
course, disagree, saying that the Fool is very much
human and is not at all supernatural or even a "natural" (Goldsmith 60): "It is the world and not the Fool
that is irrational; the Fool's wisdom is the wisdom of
a cruel world" (Jorgensen 111). In other words,
"Lear's Fool is nobody's fool" (Goldsmith 62).
The Fool, aside from what the aforementioned
scholarship suggests, does in fact share some very
important similarities with Touchstone and Feste.
Like Feste, the Fool was a much edited character for
a long time—he was cut entirely from a Restoration
production of King Lear (Green). More importantly,
the Fool, like Feste and Touchstone both, is not native to his play source, the legend of Llyr; he is very
much an anachronism (Goldsmith 96). Once again
we have a completely original creation of
Shakespeare's; once again we must wonder why.
Why is the Fool Lear's truest companion? There
are a few valid readings of this question, and they all
may work together. The first and simplest is that the
two of them together are a mixture of comedy and
tragedy—a dramatic marriage of sorts (Goldsmith
95). Another reading is that the Fool is Lear's alter
ego (67), "the voice of nothing" (Seiden 209) that
heckles the King into madness (Goldsmith 64). He
does this by focusing two-thirds of his comments on
Lear's folly: dividing his land between his two evil
daughters and banishing Cordelia (Jorgensen 112).
Other textual evidence of the Fool-as-alter-ego theory
is that the Fool is completely loyal to Lear, and his
loyalty overrides his common sense (Goldsmith 64)—
why should he have followed the King to possible
death in the storm? Why such faith to Lear whom
he is so angry at for banishing Cordelia? If he is Lear's
alter-ego and therefore a part of Lear, there would be
no other choice for him but to follow. Another valid
point is that Lear banishes Cordelia and Kent for saying less than the Fool does—he does not banish the
Fool because it is not possible; they are the same.
The Fool's most important role in the play,
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however, is as Lear's teacher, "a severe tutor" (112)
for one who has never learned much of anything as a
King. Not only does the Fool school Lear in the
humblest needs of money, warmth, shelter, and labor (120), but he also teaches the King wisdom (Black
94)—foolish wisdom, "the wisdom of a cruel world."
The Fool's goal is to make the King discover himself:
Lear: Who is it that can tell me who I am?
Fool: Lear's Shadow. (I. iv. 220-1)
He teaches Lear more than this, however: he
teaches Lear that he is himself a fool. When the Fool
asks the King whether or not he knows the difference between a bitter fool and a sweet one, the King
begs, "No, lad; teach me" (I. iv. 130-132). The answer is that Lear is the bitter fool, the Fool is the
sweet one. Though Lear does not realize this right
away, it is evident later that he is indeed a fool, and
even a wise one, when he exclaims in the Fool's "Inversion-Utterance" style of speech (Williams 63),
"We'll go to supper i'th'morning" (III. iv. 83). The
Fool, realizing that Lear passed his course in Foolish
Wisdom, replies "And I'll go to bed at noon" (III. iv.
84). Those the last words we hear from the one who
taught Lear to make use of nothing.
The Fool-as-teacher motif used in this play is
very interesting to consider. How should we react
when a king is pupil to a fool? If the Fool is fool
enough and Lear is more so, and the Fool is Lear's
alter-ego, what was Lear when his ego and alter-ego
were together as one. Or were they ever? If the Fool
is perceived as a separate, paranormal personality of
Lear's, perhaps it can be read that the two of them
have never been united until Act Three scene four.
Lear, therefore, was never a complete person until
he joined himself with a fool.
WHAT FOOLS THESE MORTALS BE (Midsummer Night's Dream III, ii. 115)
From this evidence it is obvious that the Wise
Fool is much more than a tip-of-the-hat to Robert
Armin. Although it is evident that the "comic spirit
breathes most freely in the person of a somewhat
detached observer" (Goldsmith 31), the wise fool is
responsible for more than that. Though Touchstone,
Feste, and the Fool are all "somewhat detached" from
the rest of the characters in their respective plays, they
give life to more than just the comic spirit.
These fools are characters of a most complex
nature. Not one of them is truly happy with his life
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or the situations he faces. None of them is a fool in
any of his actions, only in name. And yet, we laugh
at them—or rather, we laugh with them, for therein
lies their wisdom. When Touchstone whines about
Arden and its uncivilized inhabitants, we laugh. When
Lear's Fool dares to snarl at the loathsome Goneril,
we laugh again. And as Feste deems others fools, we
laugh once more. The fools laugh at others as we

'^

laugh at them, and as they would surely laugh at us.
Horace Vandergelder has it wrong—100% of the
people in the world are fools, be we wise or not, and
we contagion ourselves by not laughing at the follies
of the world, and indeed our own folly. If everyone
could learn this, the fool's wisdom, think of how life
could have been happier for Lear. Malvolio. Jaques.
You. Me
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